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PREFACE 


‘Ime following addresses, though spoken at different 
times, are intentionally connected in subjeots-thoir 
aim boing to set one or two maine principlesaf art in 
simple light before th general student, and to indi- 
cate theiy practical bearing on modern design. The 
law which it has been my offort chieflyto illustrate is 
the dependence of all noble design, in any kind, on 
the sculpture or painting of Organic Form. 

This is the vital law; lying af the! root of all that 
Thavo ever tried to teach respecting architecture or 
any other art. It is alsa the law most generally 

«disallowed. \ 

I bolieve this must be so in every subject. We . 

are all of us willing enotigh to accept dead truths or 
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blunt ones; which can be fitted harmlessly into 


spare Tehes, or shrouded and coffined at once out 
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‘of the way, we holding complacently the cemetery 
keys, and supposing we have learned something. 
But a sapling truth, with carth at its root ang’ 
blossom on its branches; or a trenchant truth, that 
can cut its way through bars and sods; mdst men, it 
seems to me, dislike the Sight or entertainment of, 

. if by any means such guest or vision may be avoided. 
And, indeed, this is no wonder; for one such truth, 
thoroughly accepted, connects itself strangely with 
others, and there is no saying what it may lead 
us to. 

And thus the gist of what I have tried to teach 
about archifecture has been throughout denicd by 
my architect readers, even when they thought what 
T said suggestive in other particulars, “ Anything 
but that. Study Italian Gothic?—perhaps it would 
be as well: build with pointed arches ?—thore is yo 
objection: use solid stone and well-burnt brick ?—~ 
by all meays: but—learn to carve or paint organic 
form ourselves! Tiow can such a thing be asked ? 


We are above all that. ‘I'he carvers and painters 
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are our servants—quite subordinate people, They 
ought to be glad if wo leave room for them,’<~ 

Well: on that it all tums. For those who wil” 
not learn to carve or paint, and think themsclves* 
breater men because they cannot, it is wholly wastctl 
time to read any words of mine; in the truest and 
sternest sense they can read no words of mine; for 
the most familiar I can use—-* form,” * proportion,” 
* heauty,” curvature,” * colour”—are used in a 
sense which by no effort I can communicate to such 
rveaders; and in no building that J praise, is the 
thing that I praise it for, visible to thom. * 

And it is the more necessary for me to state this 
fully; because so-called Gothic or Romanesque 
buildings ‘are now rising every day *around us, 
which might be supposed by the public moro or less 
to embody the principles of those styles, but which 
embody not one of them, nor any shadow or frag- 
mont of them; but merely serve to caricature the 
noble buildings of past ages, and to bring their form 
into dishonour by leaving out their soul. 

The following addvesses ave therofore arranged, 
as T have just stated, 3 put this great law, ond 
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one or two collateral ones, in less mistakeable 
lightsecuring even in this irregular form at least 
clearness of assertion. For the rest, the question 
at issue is not one to be decided by argument, 
‘but by oxperiment, which if the readtr is dis- 
inelined to make, all demonstration must be useless 
to him. 

The lectures are fore the most part printed as 
they were read, mending” only obscure sentences 
here and there. ‘The parts which were trusted to 
extempore speaking are supplicd, as well as I can 
remember (onlyewith an addition here and there of 
things I forgot to say), in tho words, or at least the 
kind of words, used at the time; and they contain, 
at all events, the substance of what I said more accu~ 
rately than hurried journal reports. I must beg my 
readers not in general to'trust to such, for even in 
fast speaking I try to use words carefully; and any 
alteration of expression will sometimes involve a 
gveat alteration in meaning. A little while ago I 
had to speak of an architectural design, and called 
it * elegant,” meaning, founded on good and well 


“ elected” models; the printed report gave * excel- 
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lent” design (that is to say, design excellingly good), 
whioh I did not moan, and should, even in thesiost 
hurried speaking, nover havo said, 

The illustrations of tho lecture on iron wore 
sketches matle too roughly to be engraved, and yet * 
of too elaborate subjects to allow of my drawing 
them completely. Those now substituted will, how- 
ever, answer the purpose nearly as well, and are 
more directly connected with the subjects of the 
preceding lectures; so that I hope throughout the 
yolume the student will perecive an insistance 
upon one main truth, nor lose in any minor diner 
tion of inquiry the sonse of the yosponsibility which 
the acceptance of that truth fastens upon him; 
responsibility for choice, decisive and cofclusive, 
between two modes of study, which involve ulti- 
mately the development, or deadening, of every 
power he possesses. I havo tried to hold that 
choice clearly out to him, and to unveil for him 
to its farthest the issue of his turning to the right 
hond or the left, Guides he may find many, and 
aids many; but all these will be in vain unless he 
has first recognised the hour and the point of life 
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when the way divides itself, one way leading to 
the Alive mountains—one to the vale of the Salt 
Sea. There are few cross roads, that I know of, 
from one to the other. Let him pause at the parting 
of Tux two Paras, e ‘ 
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LECTURE I. 


THE DETERIORATIVE POWER OF CONVENTIONAL 
ART OVER NATIONS, 


AN INAUGURAL LUCTURE, * 


Delivered at the Kensinglon Museum,* January, 1858. ¢ 


As I passed, last summer, for the first time, througl: 
the north of Scotland, it seemed ‘to me that there 
was a peculiar painfulness in its scenery, chused by 


© A few introductory words, in which, at the opening of this 
lecture, I thanked the Chairman (Mr, Covkeroll), for hia aupport 
on the occasion, and asked his pardon for any hasty expressions 
in my writings, which might have scomed disconrteons towards 
him, or other architects whose genoral opinions were opposed 
to mine, may bp found by those who care for preambles, not 
much misreported, in the Building Chronicle ; with such comments 
as the genius of that journal was Ylely to auggeat to it, 
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the non-manifestation of the powers of human 
“art. I had never travelled in, nor even heard 
"or conceived of such a country before; nor, 
“ though I had passed much of my life amidst 
mountain scenery in the south, was I before aware 
how much of its charm depended on the little 
gracefulnesses and tendernesses of human work, — 
which are mingled with the beauty of the Alps, 
or spared by their desolation, It is true that 
the art which carves and colours the front of 
a Swiss cottage is not of any very exalted kind ; 
yet 4t testifies 40 the completeness and the deli- 
cacy, of the faculties of the mountaineer: it is true 
that the remnants of tower and battlement, which 
ufford footing to the wild vine on the Alpine pro- 
montory, form but 9 small part of the great serra- 
tion of ifs rocks; and yet it is just that fragment 
of theiy broken outline which gives them their 
pathetic power, and historical majesty. And this 
element among the wilds of our own country I 
found wholly wanting. The Highland cottage is 
literally a heap of gray stoucs, choked up, rather 
than roofed over, with-black peat and withered 
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heather; the only approach to an effort at deco- 
vation consists in the placing of the clods of pro« 
tective peat obliquely on its roof, so as to give x 
diagonal rangement of lines, lookjng somewhat as 
if the suvfaco had been scored over by a gigantic 
claymore. : 

And, at least among the northern hills of Scot- 
land, elements of more ancient architectural intorest 
are equally abscht. The solitary peel-house is 
hardly discerniblé by the windings of the stream; 
the roofless aisle of the priory is lost among the 
enclosures of the village; and the capital city of 
the: Highlands, Invorness, placed where it might 
ennoble one of the sweetest landscapos, and by the 
shore of one of the loveliest estuaries in the world ;—* 
placed between the crosts of the Grampians and the 
flowing of the Moray Firth, as if it wore a jowel 
clasping the folds of the mountains io the blue zone 
of the son,—is only distinguishable from a distance 
by ono architectural foature, and exalts all the 
surrounding Jandscapo by no other associations 
than thoso which. can be connected with its modorn 
castellated gaol. 

B2 
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While these conditions of Scottish scenery affected 
me very painfully, it being the first time in my 
life that I had been in any country possessing 
no valuable monuments or examples of art, they 
also forced me into the consideration of 6no or two 
difficult questions respecting the effect of art on the 
human mind; and they forced these questions upon 
me eminently for thise reason, that while I was 
wandering disconsolately among the moors of the 
Grampians, where there was no art to be found, news 
of peculiar interest were every day arviving fiom 
a country where there was a great deal of art, and 
art of a delicate kind, to bo found. Among the 
models set before you in this institution, and in the 
others estublished throughout the kingdom fox the 
teaching of design, there are, I suppose, none int 
theix kind more admirable than the decorated works 
of India, They are, indeed, in all materials capable 
of colour, wool, marble, or metal, almost inimitablo 
in their delicate application of divided hue, and fine 
arrangement of fantastic line. Nor is this power of 
theirs exerted by the people rarely, or without 
enjoyment; the love of ‘subtle design seems uni-~ 
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versal in the race, and ig developed in every imple- 
ment that they shape, and every building that they 
raise; it attaches itself with the same intensity, and / 
with the same success, to the service of superstition, * 
of pleasur8 or of cruelty; and enriches alike, with 
one profusion of enchanted, irideaconce, the dome of 
the pagoda, the fringe of the girdlo, and the edge of 
the sword, * 

So then you have, in these two gueat populations, 
Indian and Highland—in the races of the jungle 
and of the moor—two national capacities distinctly 
and accurately opposed, On the one side you havo 
a race rejoicing in art, and ominently and univor- 
sally endowed with the gift of it; on the other you 
have & people careless of art, and appaeontly in 
capable of it, their utmost efforts hitherto reaching | 
no farther than to the variation of the positions of 
the bars of colour in squave chequors. And we are 
thus urged naturally to inquire what is the effect 
on the moral character, in onch nation, of this vast 
difference in their pursuits and apparent capacities ?* 
and whether those rude chequers of the tartan, or the 
exquisitely fancied involutions of the Cashmere, fold 
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habitually over the noblest hearts? ‘We have had our 
answer. Since the race of man began its course of 
sin on this earth, nothing has ever been done by it 
so significative of all bestial, and lower than bestial 
degradation, as the acts of the Indian sace in tho 
year that has just passed by. Cruelty as fierce 
may indeed have been wreaked, and brutality as 
abominable been practised before, but never under 
like circumstances; rage of prqlonged war, and re- 
sentmont of prolonged oppression, have made men 
as cruel, before now; and gradual decline into bar- 
barism, where no examples of decency or civilization 
oxisted around them, has sunk, before now, isolated 
populations to the lowest level of possible humanity, 
But cruolty stretched to its fiercest against the 
gentle and unoffending, and corruption festered to its 
loathsomest in the midst of the witnessing presence 
of a disciplined civilization,—these we could not have 
known to be within the practicable compass of human 
guilt, but for the acts of the Indian mutineer. And, 
as thus, on the one hand, you have on extreme 
energy of baseness displayed by these lovérs of 
art; on the other,—as tf fo put the question into 
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the narrowest compass—you have had an extreme 
energy of virtue displayed by tho despisers of art. 
Among all the soldiers to whom you owe your 
yictories in the Crimea, and your avenging in the 


‘ Indies, to*none avo you bound by closor bonds of 


gratitude than to the men who have been born and 
pred among those desolate Highland moors, And 
thus you have the differences in capacity and cireum- 
stance between the two nations, and tho difforencen 
in result on the moral habits of two nations, put 
into the most significant—the most palpablo—the 
most brief opposition. Out of the peat cottage come 
faith, courage, self-sacrifice, purity, and piety, and 
whatover else is fruitful in the work of Ileaven;: 
out of the ivory palace come treacherg, cruelty, 
cowardice, idolatry, bestiality, whatever clso is 
fruitful in the work of Tell. 

But tho difficulty does not close here. From 
one instance, of however great apparont forco, it 
would be wholly unfair to gather any genoral con- 
clusion—wholly illogical to assert that because we 
had once found love of art, connected with moral 
baseness, the loye of ast must be the goneyal 
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yoot of moral baseness; and equally unfair to 
»assert that, because we had once found neglect of 
* art coincident with nobleness of disposition, neglect 
° of art must be always the source or sign of that 
nobleness, But if we pass from the Indian penin~ 
sula into other countries of the globe; and from 
our own yecent experience, to the records of his- 
tory, we shall still find one great fact fronting us, 
in stern universality —nainely, the apparent con- 
nection of great success in art with subsequent 
national degradation, You find, in the first place, 
that the nations. which possessed a refined art were 
always subdued by those who possessed none: you 
find the Lydian subdued by the Mede; the 
Athenianeby the Spartan; the Greek by the 
Roman; the Roman by the Goth; the Bur- 
gundian by the Switzer: but you find, beyond 
this—that even where no attack by any external 
power has accelerated the catastrophe of the state, 
the period in which any given people reach their 
highest power in art is precisely that in which they 
appear to sign the warrant of their own ruin; and 
that, from the moment in which a perfect statue ap- 
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pears in Florence, a porfect picture in Venice, or a 
perfect fresco in Rome, from that hour forward, pro- 
bity, industry, and courage seem to be oxiled from 
their walls, and they perish in a sculpturesque 
paralysis, §r a many-coloured corruption, 

But even this is not all. As art seems thus, in its 
delicate form, to be one of the chief promoters of 
indolence and sensuality,—so, I need hardly remind 
you, it hitherto has appeared only in energotic mani- 
festation when it was in the service of suporstition, 
The four great manifestations of human intellect 
which founded the four principal, kingdoms of art, 
Egyptian, Babylonian, Greek, and Italian, wero 
deyeloped by the strong excitement of active super 
stition in the worship of Osiris, Belus, Minerva, and 
the Queen of Teaven, Therefore, to speak briefly, 
it may appear very difficult to show that art has 
ever yet existed in a consistent and thoroughly 
energetic school, unless it was engaged in the pro- 
pagation of falsehood, or the encouragement of vice. 

And finally, while art has thug shown itsolf always 
active in the service of luxury and idolatry, it has 
also been strongly dirécied to the exaltation of 
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cruelty, A nation which Iives a pastoral and inno- 
cent life never decorates the shepherd’s staff or the 
plough-handle, but xaces who live by depredation 
and slaughter nearly always bestow exquisite orna- 
ments on the quiver, the helmet, and the Spear, 

Does it not seem. to you, then, on all these three 
counts, more than questionable whether we are 
assembled here in Kensington museum to ary good 
purpose? Might we not justly be looked upon with 
suspicion and fear,rather than with sympathy, by the 
innocent and unartistical public? Axe we even sure 
of onyselyes? -Do we know what we are about? 
Are we met here as honest people? or are we not 
rather so many Catilines assembled to devise the 
hasty degradation of our country, or, like a con- 
clave of midnight witches, to summon and sand 
forth, on new and unsuspected missions, the demons 
of luxury, cruelty, and superstition? 

I trust, upon the whole, that it is not so: I am 
sure that Mr. Redgrave and Mr. Cole do not at 
all include results of this kind in their conception 
of the ultimate objects of the institution which owes 
so much to their strenuous and well-directed exex- 


’ 


iaor,y@f = CONVENTIONAL ART. OU 
e 


iene And I have put this painful question before 
you, only that we may face it thoroughly, and, as 
I hope, out-face it. If you will give it a little 
sincere attention this evening, I trust we may find 
sufficiently yood reasons for our work, and proceed 
to it hereafter, as all good workmen should do, with 
clear heads, and calm consciences. 

To return, then, to the first point of difficulty, the 
relations bétween art and’mental disposition in India 
and Scotland. It is quite true that the art of India 
is delicate and refined. But it has one curious cha- 
racter distinguishing it from all other art of gqual 
merit in design—i never represents & natural fast, 
It either forms its compositigns out of meaningless 
fragments of colour and flowings of lina; ox, if it 
xopresents any, living creature, it represonts that 
eveatuze under some distorted and monstrous form. 
To all the facts and forms of nature it wilfully and 
resolutely opposes itself; it will not draw a man, 
but an eight-armed monster; it will not draw a 
flower, but only a spiral or a zigzag, 

It thus indicates that the peoplo who practise it 
are cyt off from all possible sources of healthy 
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knowledge or natural delight; that they have wil- 
fully sealed up and put aside the entire yolume of 
the world, and have got nothing to read, nothing 
to dwell upon, but that imagination of the thoughts 
of their hearts, of which we are told fat “ it is 
only evil continually.” Over the whole spectacle of 
creation they have thrown a veil in which there 
is no rent. Jor them no star peeps through the 
blanket of the dark—for them neither their heayen 
shines nor their mountains rise—for them the flowers 
do not hlossom—for them the creatures of field and 
forest do not live. They lie bound in the dungeon 
of their own corruption, encompassed only by dole~ 
ful phantoms, or by spectral vacancy. 

Need J-remind you what an exact reverse of this 
condition of mind, as respects the observance of 
nature, is presented by the people whom we have 
just been led to contemplate in contrast with the 
Indian race? You will find upon reflection, that all 
the highest points of the Scottish character are con- 
nected with improssions derived straight from the 
natural scener'y of their country. No nation has ever 
before shown, in the gentral tone of its language,— 
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in the general current of its literatwre,—so constant 
a habit of hallowing its passions and confirming its 
principles by direct association with the charm, or 
power, of nature. The writings of Scott and Burns 
—and yet raore, of the far greater poots than Burns 
who gave Scotland her traditional ballads,—furnish 
you in every stanza—almost in every line,—with ox- 
amples of this association of natural scenery with the 
passions ;* but an instance of its farther connection 
with moral principle struck me forcibly just at the 
time when I was most lamenting the absonce of art 
among the people. In one of the lqneliest distyicts 
of Scotland, where the peat, cottages ave darkest, 
just at the western foot of that great mass of the 
Grampians which encircles the sources of the Spey 

* The grent poets of Scotland, like the great pocts of all other 
cguntries, never write dissolutely, cithor in matter or method ; 
but with stern and measured meaning in oyery syllablo, Ilore’s a 


Dit of first-rate work for exanipler— 


4 Dweed said to ‘TH, 
€ What gars yo rin snc still ?' 
Tili said to Tweed, 
* Though ye rin wi’ speed, 
And Trin slaw, 
Whar yo droon ao man, 
Tdroon twas” « 
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and the Dee, the main road which traverses tho 
chain winds round the foot of a broken rock called 
Crag, or Craig Ellachie. There is nothing remark- 
able in either its height or form; it is darkened 
with a few scattered pines, and touchél along its 
summit with a flush of heather ; but it constitutes a 
kind of headland, or leading promontory, in the 
group of hills to which it belongs—a sort of initial 
letter of the mountains; and thus stands in the mind 
of the inhabitants of the district, the Clan Grant, for 
a type of their country, and of the influence of that 
country upon themselves. Their sense of this is 
beautifully indicated in tho war-cry of the clan, 
“ Stand fast, Craig Ellachie.” You may think long 
over those few words without exhausting the deep 
wells of feeling and thought contained in them—the 
love of the native land, the assurance of their faith. 
fulness to it; the subdued and gentle assertion of 
indomitable courago—I may need to bo told to stand, 
but, if I do, Craig Ellachie does. You could not bus 
have felt, had you passed bencath it at tho tire when 
so many of England’s dearest children were being 
defended by the strength of heart of men born at 
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its foot, how often among the delicate Indian palaces, 
whose marble was pallid with horror, and whose 
vermilion was darkened with blood, the remem- 
brance of its rough gray rocks and purple heaths 
must have aisen before the sight of the Highland 
soldier; how often the hailing of the shot and the 
shriek of battle would pass away from his hearing, 
and leave only tho whisper of the old piné branches, 
—* Stand fast, Craig Ellachic !” 

You have, in these two nations,’ seon in direct 
opposition the effects on moral sentiment of art 
without nature, and of nature without art, And 
you see enough to justify you in suspecting— 
while, if you chooso to investigate the subject 
more deeply and with other examples, you will find 
snough to justify you in concluding—that art, fol- 
lowed as such, and for its own sake, irrespective of , 
the interpretation of naturo by it, is dostructive , 
of whataver is best and noblost in humanity; but 
that nature, howeyar simply observed, or imperfectly 
known, is, in the degrog of the affection folt ‘for 
it, protective and helpful to all that is noblest in 
humanity, P 
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You might then conclude farther, that art, so far 
as it was devoted to the record or the interpretation 
of nature, would be helpful and ennobling also. 

And you would conclude this with perfect truth, 
Let me repeat the assertion distinctly awd solemnly, 
as the first that I am permitted to make in this 
building, devoted in a way so new and go admirable 
to the service of the art-students of England— 
Wherever art is practised for its own sake, and the 
delight of the workman is in what he does and pro- 
duces, instead of in what he interprets or eahtbits— 
there art has ag. influence of the most fatal kind on 
brain and heart, and it issues, if-long so pursued, 
in. the destruction both of ‘intellectual power and 
moral principle; whereas art, devoted humbly and 
self-forgetfully to the clear statement ard record 
of the facts of the universe, is always helpful and 
beneficent to mankind, full of comfort, strength, 
and salvation. 

Now, when you were once well assurod of this, 
you might logically infer another thing, namely, 
that when Art was occupied in the function in which 
she was serviceable, shenwould herself be strength- 
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ened by the service; and when sho was doing what 
Providence without doubt intonded her to do, she 
would gain in vitality and dignity just as she 
advanced in usefulness. On the other hand, you 
might gathér, that when her agency was distorted to 
the deception or degradation of mankind, she would 
herself be equally misled and dograded—that she 
would be checked in advance, or precipitated in 
decline, ; 

And this is the truth also; and holding this clue 
you will easily and justly interpret the phenomena | 
of history. So long as Art is steady in the consem- 
plation and exhibition of natural facts, so long sho 
herself lives and grows; and in her own life and 
growth partly implies, partly secures, thet of the 
nation in the midst of which she is practised. But 
4 time has always hitherto come, in which, having 
thus reached a singular perfection, she begins to 
contemplate that porfection, and to imitate it, and 
deduce rulés and forms from it; and thus to forget 
her duty and ministry as tho interprote! and dis- 
coverer of Truth, And in the very instant when 
this diversion of her purpose and forgetfulness of 
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her fimetion take placo—forgetfulness generally 
coincident with her apparent perfection—in that 
instant, I say, begins her actual catastrophe; and 
by her own fall—so far as sho has influence—she 
accelerates the ruin of the nation by which sho is 
practised. 

The study, however, of the effect of art on the 
mind of nations is one rather for the historian than 
for us; at,all events it is one for the discussion of 
which we have no more time this evening. But [ 
will ask your patience with me while I try to illus- 
trate, in some farther particulars, the dependence of 
the healthy state and power of art itself upon the 
exercise of its appointed function ia the interpretar 
tion of fagt. 

You observe that I always say interpretation, 
never imitation. My reason for doing so is, first, 
that good art rarely imitates; it usually only 
describes or explains, Dut my second and chief 
reason is that good art always consists of two things; 
First, the observation of fact; secondly, tho mani- 
festing of human design and authority in the way 
that fact is told, Great and good art must unite 
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the two; it cannot exist for a moment but in their 
unity; it consists of the two as essentially as water 
consists of oxygen and hydrogen, or marble of lime 
and carbonic acid. 

Let us itynize a little into tho nature of cach 
of the elements, The first element, we say, is the 
love of Nature, leading to the effort to observe and 
report her truly. And this is tho first and leading 
element, Review for yourselves the history of art, 
and you will find this to be a manifest certainty, 
that 20 great school ever yet existed which had not for 
primal aim the representation of sone natural fact 
as truly as possible, Thero have only yet appeared 
in tho world three schools of perfect art—schools, 
that is to say, which did their work as well as it 
seems possible to do it, ‘These are the Athenian,” 
Florentino, and Venetian, The Athenian proposed 
to itself the perfect representation of the form of 
the human body. It strove to do that as well as 
it could; it did that as well as it can be done; and ,- 
all its grentness was founded upon and involved in 


* See below, tho farther notice of the real spirit of Greck work, 
in the address nt Bradford, . 
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that single ‘and honest effort. The Florentine school 
proposed to itself the perfect expression of human 
emotion—the showing of the effects of passion in the 
human face and gesture. JI call this the Floren- 
tine school, becanse, whether you take Raphael 
for the culminating master of expressional art in: 
Italy, or Leonardo, or Michael Angelo, you will find 
that the whole energy of the national effort which 
produced those masters had its voot in Florence ; 
not at Urbino or Milan. I say, then, this Florentine 
or leading Italian school proposed to itself human 
expression for°its aim in natural truth; it strove 
to do that as well as it could—did it as well as it 
can be done—and all its greatness is rooted in that 
single amd honest effort, Thirdly, the Venetian 
school proposed to itself the representation of the 
effect of colour and shade on all things; chiefly 
on the human form. It tried to do that as 
well as it could—~did it as woll as it can he 
done—and all its greatness is founded on that 
single and honest offort, 
Pray, do not leave this room without a por- 

fectly clear holding of these three ideas. You may 
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try them, and toss them about, afterwards, as much 
as you like, to sec if they'll bear shaking ; but do let 
me put them well and plainly into your possession. 
Attach them to three works of art which you all 
have either*seen or continually heard of, There's 
the (so-called) * Theseus.” of the Elgin marbles. 
That represents the whole end and aim of the 
Athenian school—the natural form of the human 
body. All their conventional architecture —theijr 
graceful shaping and painting of pottery—whatso- 
ever other art thoy practised—was dependent for its 
greatness on this shcet-anchor of central aim: true 
shape of living man. Then take, for your typo of the 
Italian school, Raphael’s “Disputa del Sacramento ;” 
that will be an accepted type by everybodys and will 
involve no possibly questionable points: the Germans 
will admit it; the English academicians will admit 
it; and the English purists and pre-Raphaelites will 
admit it, ‘Well, thore ‘you have the truth of human 
expression proposed as an aim, That is the way 
people look when they feel this or that —when 
they have this or that othor mental character: are 
they devotional, thoughtful, affectionate, indignant, or 
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inspired? are they prophets, saints, priests, or kings 
then—-whatsoever is truly thoughtful, affectionate, 
prophetic, priestly, kingly — that the Florentine 
school tried to discern, and show; that they 
have discerned and shown; and all ‘heir great 
ness is first fastened in their aim at this central 
truth—~the open expression of the living human 
soul, 

Lastly, take Veronese’s “Marriage in Cana” in 
the Louvre. There you have the most perfect 
representation possible of colour, and light, and 
shade, as they affect tho external aspect of the 
human form, and its immediate accossories, arelii- 
tecture, furniture, and dress, This external aspect 
of noblest nature was the first aim of the 
Venetians, and all their greatness deponded on 
their resolution to achieve, and their pationee in 
achieving it. 

Here, then, are the three greatest schoals of the 
former world oxcmplified for you in threo well- 
known works, Tho Phidian * Thosous” ropresents , 
the Greek school pursuing truth of form; the 
“ Disputa” of Raphael, ‘the Florentine school pur- 
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suing truth of mental expression ; the « Marriage 
in Cana,” the Venetian school pursuing truth of 
colour and light. But do not suppose that the law 
which I am stating to you—the great law of art- 
life—can oily be secon in these, the most powerful 
of all art schools. It is just as manifest in cach 
and every school that ever has had life in it at all. 
Wheresoever the search after truth begins, there 
life begins; wheresoever that search ceases, there 
life ceases, As long as a school of art holds any 
chain of natural facis, trying to discover moro of 
them and express them better daily, it may play 
hither and thither as it likes on this side of the 
chaih or that; it may design grotesques and con- 
yentionalisms, build the simplest buildings, serve 
the most practical utilities, yot all it docs will be 
gloriously designed and gloriously done; but let it 
onee quit hold of the chain of natural fact, cease to 
pursuo that as the clue to its work ; let it propose 
to itself any other end than preaching this living 
word, and think first of showing its own skill or its 
own fancy, and from. that Hour its fall is precipitate— 


its destruction sure; nathing that it does or designs 
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will ever have life or lovelinoss in it more 3 its hour 
has come, and there is no work, nor device, nor 
knowledge, nor wisdom in the grave whither it 
goeth, 

Let us take for example that schooleof art over 
which many of you would perhaps think this law 
had little power—the school of Gothic architec- 
ture, Many of us may havo been in the habit 
of thinkiig of that school rathor as of one of forms 
than of facts—~a school of pinnacles, and buttresses, 
and conventional mouldings, and disguise of naturc 
by monstrous imaginings—not a school of truth at 
all. I think I shall be able, even in tho little 
time we have to-night, to show that this is* not 
so; and that our great law holds just as good at 
Amiens and Salisbury as it does at Athens and 
Florence. 

I will go back then first to the very beginnings 
of Gothic art, and before you, tho students of Ken- 
sington, as an impannelled jury, I will bring two 
examples of the barbarism out of which Gothic art 
emerges, approximately contemporary in dato and 
parallel in executive skills but, the one, a barbarism 
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that did not get on, and could me got on; the 
other, a barbarism that could get on, and did got 
on; and you, the impannelled jury, shall judge 
what is the essential difference between the two 
barbarisms;? and decide for yéursolyes what is the 
sced of life in the onc, and the sign of death in 
the other. 

The first,—that which has in it the sign of 
death,—furnishes us at the same time with an illuar 
tration far too interesting to be passed by, of cor- 
tain principles much depended on by ow' common 
modern designers, ‘Taking up one of our arghi- 
tectural publications the other day, and opening it 
at random, I chanced upon this pieco of itiformation, 
put in rather curious English; but you shell havé it 
as it stands— 

* Avistotle asserts, that the greatest spevies 
of the beaytiful are Order, Symmetry, and the 
Definite.” 

I should tell you, however, that this statement 
is not givon as authoritative; it is one example of 
various Architectural {eachings, given in a report in 
the Building Chronicle for May, 1857, of a lecturo 
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on Proportion ; in which the only thing the lecturer 
appears to have proved was that,— : 


“The system of dividing the diameter of the shaft of a column 
into parts for copying the ancient architectural remains of Greece 
amd Rome, adopted by architects from Vitruvius (circa 2,0, 25) 
to the present period, as a ‘method for producing acient architee- 
ture, is entirely useless, for the several parts of Grecian architecture 
cannot be rcduced or subdivided by this system ; neither docs it 
apply to the architecture of Rome.” : 


Still, as far as I can make it out, the lecture 
appears to lave been just ono of those of which 
you will at present hem so many, the protests of 
architects who have no knowledge of seulpturo—or 
of any other mode of expressing natural beauty— 
against natural beauty ; and their endeavour to sub- 
stitute mathematical proportions for the knowledge 
of life they do not possess, and the representation 
of life of which they are incapable. Now, this 
substitution of obedience to mathematical law for 
sympathy with observed life, is the first characteristic 
of the hopeless work of all ages; a9 such, you will 
find it eminently manifested in tho specimen I havo ta 
give you of the hopeless Gothic barbarism ; the bar- 
harism from which nothing could emerge—for which 


no future was possible but extinction. The Aristote- 
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lian principles of the Beautiful are, you rememiier, 
Order, Symmetry, and the 
Definite. TIere you have 
the three, in perfection, 
applied to the ideal of un 

~ angel, in a psalter of the 
cighth century, oxisting in 
the library of St. John’s 
College, Cambridge.* 





Now, you see the characteristics of this utterly 
dead school are, first the wilful closing of its eyes to 
natural facts ;—for, however ignorant a person may 
be, he necd only Jook at a human being to see that it 
has a mouth as weJl as eyes; and secondly, the endea- 
your to adorn or idcalize, natural fact according to 
its own notions: it puts red spots in the middle of 
the hands, and sharpens the thumbs, thinking to 
improve thom. Tere you have the most pwre type 
possible of the principles of idealism in all ages : 
whenever people don’t look at Nature, thoy always 


think they can improve her, You will also admire, 


doubtless, the exquisite result of the application of ' 


* I copy this woodeut from Westwood's « Paleographia Sacra,” 
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our great modern architectural principle of beauty— 
symmetry, or equal balance of part by part; you 
see even the eyes are made syrimetrical—entively 
ound, instead of irregularly oval; and tho iris is 
set properly in the middle, instead of~as' nature has 
absurdly put it—vather under the upper lid. You 
will also observe the “ principle of the pyramid” 
in the general arrangement of the figure, and the 
value of “serios” in the placing of the dots, 

From this dead barbarism we pass to living 
barbarism—to work done by hands quite as rude, 
if not ruder, and by minds as uninformed; and 
yet work which in every line of it is prophetic of 
power, and has in it the sure dawn of day. You 
have often heard it said that Giotto was the founder 
of art in Italy. He was not: neither ho, nor 
Giunta Pisano, nor Niccolo Pisano. ‘They all laid 
strong hands:to tho work, and brought it first into 
aspect aboye ground; but the foundation had beon 
laid for them by the builders of the Lombardic 
churches in the valleys of the Adda and tho 
Arno. It is in the sculpture of the round archod 
churches of North Italyp bearing disputable dates, 
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ranging from the eighth to the twelfth century, 
that you will find the lowest struck roots of the 
art of Titian and Raphael.* I go, therefore, to the 
church which is certainly the earliest of these, St. 
Ambrogio,*0f Milan, said still to retain some por- 
tions of the actual structure from which St. Ambrose 
excluded Theodosius, and at all events furnishing 
the most archaic examples of Lombardic sculpture 
in North Italy. I do not venture to guess their 
(late; they are barbarous enough for any date, 
We find the pulpit of this church covered with 
interlacing patterns, closely rosembling those of the 
manuscript at Cambridge, but among them is figure 
sculpture of a very different kind. It is wrought 
with mere incisions in the stone, of hich the 
effect may be tolerably given by single lines in a 
drawing, Remomber, therefore, for a momont— 
as characteristic of culminating Italian art—Michael 
Angelo’s fresco of the “Temptation of Eve,” in 
the Sistine chapel, and you will-be moro intebested 


* [have said elsewhere, “the root of all art is stuuok in the 
thirteenth century.” This is quite true: but of coursa some of 
the smallest fibres run lower, as in this instance, 
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in seeing the birth of Italian art, illustrated by 
the same subject, from St. Ambrogio, of Milan, 


the “Serpent beguiling Eve.”* 





Yet, in that sketch, rude and ludicrous as it is, you 
have the elements of life in their first form. The 
people wh6 could do that were sure to get on. For, 
observe, the workman’s whole aim is straight ‘at 
the facts, as well as he can get them; and not 
merely ‘at the facts, but at the very heart of the 
facts. A common workman might have looked at 
nature for his serpent, but he would have thought 
, * This cut is ruder than it should be; the incisions in (he 


marble have a lighter effect than these rough black lings ; but 
it is not worth while to do it betser, 
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‘ail of its scales, But this fellow does not want 
scales, nor coils; he can do without them; he 
wants the sexpent's [heart—malice and insinuation ; 
—and he has actually got them to some extent. So 
also a common workman, even in this barbarous 
stage of art, might have carved Eye's arms and 
hody a good deal better; but this man does not 
care about arms and bedy, if he can ‘only get ab 
Tve’s mind —show that she is pleased at being 
flattered, and yet in « state of uncomfortable hesi- 
tation. And some look of listening, of complacency, 
and of embarrassment he has vorily got note the 
oves slightly askance, the lips compressed, and the 
right hand nervously grasping the left arm ; nothing 
can be declared impossible to the people who could 
begin thus—the world is open to them, and all that 
_ is in it; while, on the contrary, nothing is possible 
to the man who did the symmetrical angel—the 
wotld is keyless to him; he has built a cell for 
himself in which he must abide,’ barred up for ever 
~-there is no more hope for him than for a sponge 
or a madvepore, 

T shall not trace from ,this embryo the pro- 
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gress of Gothic art in Italy, because it is much 
complicated and involved with traditions of other 
schools, and because most of the students will be 
Jess familiar with its results than with their own 
northern buildings, So, these two dgesigna indi- 
cating Death and Life in the beginnings of media- 
val art, we will take an example of the progress of 
that art from our northern work. Now, ,many of 
you, doubtless, have been interested by the mass, 
grandeur, and gloom of Norman architecture, as 
much as by Gothic traceries; and when you hear 
me say that ,the root of all good work lies in 
natural facts, you doubtless think instantly of your 
round arches, with their rude cushion capitals, and 
of the pillet or zigzag work by which they are 
surrounded, and you*sannot see what the know- 
ledge of nature has to do with cither the simple 
plan or the rude mouldings. But all those simple 
conditions of Norman art ave merely tho expiring 
of it towards the extreme north. Do not study 
‘Norman architectwre in Northumberland, but in 
Normandy, and then you will find that it is just 
a peculiarly manly, and practically useful, form of 
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the whole great French school of rounded archi- 
tecture. And where has that Trench school its 
origin? ; Wholly in the zich conditions of senlp- 
ture, which, rising first out of imitations of the 
Roman bastrelicfs, covered all the fagades of the 
French early churches with one continuous ara~ 
besque of floral or animal life. If you want to 
study round-arched buildings, do not go to Durham, 
but go to Poictiers, and there you will sce how all 
the simple decorations which give you so much plea~ 
sure eyen in their isolated application were invented 
by persons practised in carving mens monstors, wild 
animals, birds, and flowers, in overwhelming re- 
dundance; and then trace this architecture forward 
in central France, and you will find it loses nothing 
of its richnoss—it only gains in truth, and therefore 
in grace, until just at the moment of transition into 
the pointed style, you have the consummate typo 
of the sculpture of the school given you in the west 
front of the Cathedral of Chartres. Fyrom that 
front I have chosen two fragments to illustrate it,” 


* This part of the lecture was illustrated by two drawings; 


made admirably by Mr, J.T. Laing, with the help of Photographs, eee 
D As ae 
ef 1 
Gd 
° 


wa 


94. ° DETERIORATIVE POWER OF « [uncr. 1 


These statues have been long, and justly, con- 
sidered as representative of the highest skill of the 
twelfth or earliest part of the thirteenth century in 
France; and they indeed possess a dignity and deli- 
cate charm, which are for the most partewanting in 
later works. It is owing partly to real nobleness 
of feature, but chiefly to the grace, mingled with 
severity, of the falling lines of excessively dhin 
drapery; as well as to a most studied finish in com- 
position, every part of the ornamentation tenderly 
harmonizing with the rest. So far as their power 
over certain tones of religious mind is owing to a 
"palpable degree of non-naturalism: in them, I do 
not praise it—the exaggerated thinness of body and 
stiffness of attitude ave faults; but they are noble 
faults, and give the statues a strange look of form- 
ing part of the very building itself, and sustaining 
it—not like the Greck caryatid, without effort—nor 
like the Renaissance caryatid, by painful or impos- 
sible effort—but as if all that was silent, and stern, 


from statues at Chartres. The drawings may be acen at present 
at the Kensington Museum; but any large photograph of the west 
front of Chartres will enable the, reader to follow what is stated in 
the lecture, as far as is needful, 
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and withdrawn apart, and stiffened in chill of 
heart against the terror of earth, had passed into 
a shape of eternal marble.; and thus the Ghost 
had given, to bear up the pillars of the church on 
earth, all the patient and expectant nature that it 
needed no more in heaven, This is the iranscen- 
dontal view of’ the meaning of those sculptures. I 
do not dwell upon it, What I do lean upon is 
their purely naturalistic and vital power. Thoy 
are all portraits—unknown, most of them, I believe, 
—but palpably and unmistakeably portraits, if not 
taken from the actual person for whom the statue 
stands, at all events studiod from some living person 
whose features might fairly represent those of the 
king oy saint intended, Several of them TF suppose 
‘to be authentic: there is one of a queen, who has 
evidently, while she lived, been notable for her 
bright black eyes. The sculptor has cut the iris 
deep into the stone, and hor dark eyes are still 
suggested with her smile. 

There is another thing I wish you to notice 
specially in these statues—the way in which the 
floral mnoulding is. associated with the vortical lines 

Da 
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of the figure, You have thus the utmost com- 
plexity and richness of curvature set side by side 
with the pure and delicate parallel lines, and both 
the characters gain in interest and beauty; but 
there is deeper significance in the thing than that 
“ of mere effect in composition ;—significance not 
intended on the part of the sculptor, but all the 
more valuable because unintentional. I mean the 
close association of the beauty of lower nature in 
animals and flowers, with the beauty of higher 
nature in human form. You never get this in 
Greek work. ‘Greek statues are always isolated ; 
blank fields of stone, or depths of shadow, relieving 
the form of the statue, as the world of lower 
nature which they despised retired in darkness 
from their hearts, Here, the clothed figure seems 
the type of the Christian spirit—in many respects 
fecbler and more contracted—but purer; clothed 
in its white robes and crown, and with the riches 
of all creation at its side. 

The next step in the change will be set be- 
fore you ina moment, merely by comparing this 
statue from the west ffont of Chartres with that 
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of the Madonna, from the south transept door of 
Amiens.* 

This Madonna, with the sculpture round her, 
yepresents the culminating power of Gothic art in 
the thirteenth century. Sculpture has been gaining 
continually in the interval; gaining, simply because 
becoming every day more truthful, more tender, 
and more suggestive. By the way, the old Douglas 
motto, “Tender and true,” may wisely be taken up 
again by all of us, for ow own, in art no less than 
in other things, Depend upon it, the first universal 
characteristic of all great art is Tenderness, ag the 
second is Truth, I find this more and more every 
day: an infinitude of tenderness is the chief gift and 
inheritance of all the truly great men ..It is sure 
to involve a relative intensity of disdain towards 
base things, and a appearance of sternness and 
arrogance in the oyes of all hard, stupid, and vulgar 
people—quite terrific to such, if thoy aro capable of 
terror, and hateful to them, if they are capable of 


_* There are many photographs of this door and of its central 
atatue, Its sculpture in the tympanum fa farther described in the 
Fourth Lecture. 2, 
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nothing higher than hatred. Dante’s is the great type 
of this class of mind. I say the jirsé inheritance is 
Tenderness—the second Truth, because the Tender- 
ness is in the make of the creature, the Truth in 
his acquired habits and knowledge: besides, the 
love comes first in dignity as well as in time, and 
that is always pure and complete: the truth, at best, 
imperfect. 

To come hack to our statue. You will observe 
that the arrangement of this sculpture is exactly 
the same as at Chartres—severe falling drapery, 
set off by rich floral ornament at the side; but the 
statue is now completely animated: it is no longer 
fixed as an upright pillar, but bends aside out of its 
niche, and the floral omament, instead of being a 
conventional wreath, is of exquisitely arranged haw- 
thorn. The work, however, as a whole, though 
perfectly characteristic of the advance of the age in 
style and purpose, is in some subtler qualities in- 
ferior to that of Chartres. The individual sculptor, 
though trained in a more advanced school, has beon 
himself a man of inferioy order of mind compared 
to the one who workedeat Chartres. But I have 
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not time to point out to you the subtlor characters 
by which I know this. 

This statue, then, marks the culminating point of 
Gothic art, because, up to this time, the eyes of its’ 
designers had been steadily fixed on natural truth— 
they had been advancing from flower to flower, 
from form to form, from face to face, — gaining 
perpetually in knowledge and voracity—therefore, 
perpetually in power and in grace. But at this 
point a fatal change came over their,aim. From 
the statue they now began to turn the attention 
chiefly to the niche of the statue, and from the 
floral ornament to the mouldings that enclosod the 
floral ornament. Tho first result of this was, how- 
ever, though not the grandest, yet the most finished 
of northern genius. You have, in the earlier Gothic, 
less wonderful construction, less careful masonry, 
far less oxpression of harmony of parts in the 
balance of tho building, Tarlior work glvays has 
more or less of the character of a good solid wall 
with irregular Poles in it, well carved wherever 
there was room. But the last phase of good Gothic 


has no room to spare; ip rises as high as it can 
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on naxrowest foundation, stands in perfect strength 
with the least possible substance in its bars; con- 
nects niche with niche, and line with line, in an 
éxquisite harmony, from which no stone can be 
removed, and to which you can add not a pinnacle; 
and yet introduces in rich, though now more cal- 
culated profusion, the living element of its seulp- 
ture: sculpture in the quatrefoils—sculpture in the 
brackets—sculpture in the gargoyles—sculpture in 
the niches—sculpture in the ridges and hollows 
of its mouldings,—not a shadow without meaning, 
and not a light without life.* But with this very 
perfection of his work came the unhappy pride of 
the builder in what he had done. As long as ho 
had been merely raising clumsy walls and carving 
them, like a child, in waywardness of fanoy, his de- 
light was in the things he thought of as he carved ; 
but when he had once reached this pitch of construc- 


tive science, he began to think only how cleverly he 


* The two iransepts of Roucn Cathed@ illustrate this style, 
There are plenty of photographs of them, I take this opportunity 
of repeating what I have several times before stated, for the anke 
of travellers, that St. Oucn, impressive as it is, is entirely inferior 
to the transopts of Rouen Cathedral. 
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could put the stones together. The “question was 
not now with him, What can I represent? but, Ilow 
high can I build—how wonderfully can I hang this’ 
arch in air, or weave this tracery across the clouds? 
And the catastrophe was instant and irrevocable, 
Architecture became in Franco a mere web of’ 
waving lines,—in England a mere grating of per- 
pendicular ones. Redundance was substituted for 
invention, and geometry for passion; the Gothic 
art became a mere expression of wanton expen- 
diture, and vulgar mathematics; and was swept 
away, as it then deserved to be swept away, by 
the severer pride, and purer learning, of the schools 
founded on classical traditions. 

You cannot now fail to see how, throughout the 
history of this wonderful art—from its earliest dawn, 
in Lombardy to its last catastrophe in France and 
England — sculpture, founded on Jovo of nature, 
was the talisman of {ts cxistence; wherever sculp- 
ture was practised, architecture arose—wherever 
that was neglected, architecture expired; and, be- 
lieve me, all you students who love this medisval 
art, there is no hope of your ever doing any good 
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with it, but on this everlasting principle. Your 
patriotic associations with it are of no use; your 
romantic associations with it—cither of chivalry 
or religion —are of no use; they are worse than 
useless, they are false. Gothic is not an art for 
knights and nobles; it is an art for the people: 
it is not an art for churches or sanctuaries; it is 
an ait for houses and homes; it is not an art for 
England only, but an art for the world: above 
all, it is not an art of form or tradition only, but 
an art of vital practice and perpetual renewal. 
And whosoeyer pleads for it as an ancient or a 
formal thing, and tvies to teach it you as ov eccle- 
siastical tradition or a geometrical science, knows 
nothing of its essence, less than nothing of its 
power. 

Leavo, therefore, boldly, though not irreverently, 
mysticism and symbolism on the one side; cant 
away with utter scorn geometry and legalism on 
the other; seize hold of God’s hand, and look full 
in the face of His creation, ant there is nothing 
He will not enable you to achieve. 

Thus, then, you wil find—and the more pro- 
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found and accurate your knowledge of the history 
of art the more assuredly you will find—that the 
living power in all the real schools, be they great 
or small, is loye of naiure. But do not mistake 
me by supposing that I mean this law to be all 
that is necessary to form a seliool, Thoro needs 
to be much superadded to it, though there never 
must be anything superseding it. Tho main thing 
which needs 1o be superadded is the gift of design, 

Jt is always dangerous, and liable to diminish 
the clearness of impression, to go over much 
ground in the comse of one lecture, But I dare 
not present you with a maimed view of this im- 
portant subject: I dare not put off to another time, 
when the same persons would not be again assem- 
bled, the statement of tho great collateral mnaces- 
sity which, as well as the necessity of truth, governs 
all noble art, 

Thet collateral necessity is the visible operatian 
of human intellect in the presentation of truth, the 
evidence of what is properly called design or plan 
in the work, no less than of voracity, A looking- 
glass does not dasign——it receives and communicates 
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indiscriminately all that passes before it; a painter 
designs when he chooses some things, refuses others, 
and arranges all. ay : 

This selection and arrangement must have influ- 
ence over everything that the art is concerned with, 
great or small—over lines, over colours, and over 
ideas. Given a certain group of colours, by adding 


another colour at the side of them, you will cither 


improve the group and render it more delightful, 
or injure it, and render it discordant and unintel- 
ligible. “Design” is the choosing and placing the 
colour 50 ag to help and enhance all the other 
colours it is set beside. So of thoughts: in a good 
composition, every idea is presented in just that 
order, and with just that force, which will perfectly 
connect it with all the other thoughts in the work, 
and will illustrate the others as well as receive 
illustration from them; so that the entire chain 
of thoughts offered to the beholder’s mind shall he 
yeceiyed by him with as much delight and with 
as little effort as is possible, And thus you seo 
design, properly so caliec, is human invention, con- 


sulting human capacity, Out of the infinite heap 


ee. 
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of things around us in the world, it chooses a cer- 
tain number which it can thoroughly grasp, and 
presents this group to the spectator in the foym 
best calculated to enable him to grasp it also, and 
to grasp it with delight. 

And accordingly, the capacitics of both gatheror 
and receiver being limited, the object is to ‘make 
everything that you offer helpful and precious. If you 
give one grain of weight too much, so as to increase 
fatigue without profit, or bulk without value— 
that added grain is hurtful: if you put one spot 
or one syllable out of its proper place, that spot 


or syllable will be dostructive—how far destructive * 


it is almost impossible to tell: a misplaced touch 
may sometimes annihilate the Iabour of hours, 
Nor are any of us prepared to understand the 
work of any gvent master, till wo feel this, and 
feel it as distinctly as wo do the value of arrange- 
mont in the notes of music. Take any noble 
musical air, and you find, on examining it, that 
not one even of the faintest or shortest notes 
can be removed without destruction to the whole 
passage in which it occws? and that overy note 
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in the passage is twenty times more beautiful 
so introduced, than it would have been if played 
singly on the instrument. Precisely this degree 
of arrangement and relation must exist between 
every touch* and line in a great picture, You 
may consider the whole as a prolonged musical 
composition : its parts, as separate airs connected 
in the story; its little bits and fragments of colour 
and line, as separate passages or bars in melodies; 
and down to the minutest note of the whole—down 
to the minutest towch,—if there is one that can be 
spared—that ene is doing mischicf. 

Remember therefore always; you have two charac- 
ters in which all greatness of art consists; —Iirst, the 
earnest and intense seizing of natural facts; thon the 
ordering those facts by strength of human intellect, 
so as to make them, for all who look upon them, 
to the utmost serviceable, memorable, and beautiful. 
And thus great art is nothing else than tho type 
of strong and noble life; for, as the ignoble per- 
son, in his dealings with all that oecurg in the 


* Literally. I know how exaggerated this statement sounds; 
but I mean it,—every syllable‘of it,-See Appendix IV, 
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world about him, first sees nothing cleatly,—looks 
nothing fairly in the face, and then allows himself 
to be swept away by the trampling torrént, and un- 
escapable force, of the things that he would not fore- 
see, and could not understand: so the noble person, 
looking the facts of the world full in the face, and 
fothoming them with deep faculty, then deals with 
them in unalarmed intelligence and unhurried 
strength, and becomes, with his human intellect 
and will, uo unconscious nor insignificant agent in 
consummating their good, and restraining their evil, 

Thus in human life you have the two fields of 
rightful toil for ever distinguished, yet for over 
associated ; Truth first—plan, or design, founded 
thereon: so in art, you have the same two fields 
for ever distinguished, for-eyer associated; Truth 
first—plan, or design, founded thereon. 

Now hitherto there is not the least diffieulty 
in the subject; none of you can look for a 
moment at any great sculptor or painter without 
seoing the full bearing of these principles. But a 
difficulty arises when you come to examine the 


art of a lower order, concerned with forniture and 
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manufacture, for in that art the element of design 
enters without, apparently, the clement of truth. 
You have often to obtain beauty and display inven- 
tion without direct representation of nature. Yet, 
respecting all these things also, the principle is per~ 
fectly simple. If the designer of furniture, of cups 
and vases, of dress patterns, and the like, exercises 
himself continually in the imitation of natural form 
in some leading division of his work ; thon, holding 
‘by this stem of life, he may pass down into all kinds 
of merely geometrical or formal design with perfect 
safety, and wjth noble results.* Thus Giotto, beng 
primarily a figure painter and sculptor, is, second- 
arily, the vichest of all designers in mere mosaic 
of coloured bars and triangles; thus Benvennto 
Cellini, being in all the higher branches of metal- 
work a perfect imitator of nature, is in all its 
lower branches the best designer of curve for 
lips of cups and handles of vases; thus Holbein, 
exercised primarily in the noble art of trathful 
portraiture, begomes, secondarily, the most exquisite 


* This principle, here cursorily atated, is one of the chief 
subjects of inquiry in the following Lectures. 
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designer of ombroideries of robe, and ‘blazouries on 
wall; and thus Michael Angelo, exercised primarily 
in the drawing of body and limb, distributes in the 
mightiest masses the order of his pillars, and in 
the loftiest shadow the hollows of his dome. But 
once quit hold of this living stem, and set yourself 
to the designing of ornamentation, either in the 
ignorant play of your own heartless fancy, as the 
Indian does, or according to received application 
of heartless laws, as the modern European does, 
and. there is but one word for you—Death :—death 
of every healthy faculty, and of every noble intelli- 
gence, incapacity of understanding one great work 
that man has ever done, or of doing anything 
that it shall be helpful for him to behold. You 
have cut yourselves off voluntarily, presumptuously, 
insolently, from the whole teaching of your Maker 
in His universe; you have cut yourselves off from 
it, not because you were forced to mechanical labour 
for your bread—not because your fate had appointed. 
you to wear away your life in walled chambers, or 
dig your life out of dusty furrows; but, when your 
whale profession, your whdlo occupation—all the 
B 
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necessities and chances of your existence, led you 
straight to the feet of the great Teacher, and thrust 
you. into the treasury of His works; where you have 
nothing to do but to live by gazing, and to grow by 
wondering ;—wilfully you bind up your eyes from 
the splendowr—wilfully bind up your life-blood 
from. its beating—wilfully turn your backs upon 
all the majesties of Omnipotence—wilfully snatch 
your hands from all the aids of love; and what 
can remain for, you, but helplessness and Ilind- 
ness,—except the worse fate than the being blind 
yourselves — that of becoming Leaders of the 
blind ? : 

Do not think that I am speaking under excited 
feeling, or in any exaggerated terms. I have written 
the words I use, that I may know what T say, and 
that you, if you choose, may see what I have said, 
For, indeed, I have set before you to-night, to the 
hest of my power, tle sum and substance of the 
system of art to the promulgationof which I have 
devoted my life hitherto, and intend to devote what 
of life may still be spared to me: I have had, but 
one stendy aim in all*that I have ever tried to 
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teach, namoly—to declare that whatever was great 
in human art was tho expression of man’s delight in 
Godl’s work. 

And at this time I havo endeavoured to prove 
to you—if you investigate tho subject you may 
more entirely prove to yourselyes—that no school 
ever advanéed far which had not the love of 
natural fact ds a primal energy. But it is still 
more important for you to be assured that the 
conditions of life and death in tho art of nations 
are also the conditions of life and death.in your 
own; and that you havo it, each*in his power 
at this very instant, to determine in which direc- 
tion his steps are turning, It seoms almost a 
terrible thing to tell you, that all here have all 
the powet of knowing at oneo what hope thero is 
for them as artists; you would, perhaps, like better 
that there was some unromovable doubt about the 
chances of tho Luturo—somo possibility that you 
might be advancing, in unconscious ways, towards 
tmexpected successes—some excuse or reason fox 
gotug about, as students do so oflon, to this master 
ox the other, asking him if they havo genins, and 

L2 
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whether they are doing right, and gathering, from * 
his careless or formal yeplies, vague flashes of en- 
couragement, or fitfulnesses of despair, There is no 
/ need for this—no excuse for it, All of you have 
the trial of yourselyes in your own power; cach 
, may undergo at this instant, before his own judg- 
ment seat, the ordeal by fire, Ask yourselves what 
is the leading motive which actuates you while you 
are at work, I do not ask you what your leading 
, motive is for working—that is a different thing; you 
may have families to support— parents to help— | 
brides to win;"you may have all these, or other 
such sacred and pre-eminent motives, to press the 
morning’s labour and prompt the twilight thought, 
But when you are fairly at the work, what is 
the motive thon which tells upon every touch of 
it? If it is the love of that which your work: 
represents—if, being a landscape painter, it is love 
of hilly and trees that moves you—if, being a 
figure painter, it is love of human beauty anil 
human soul that moves you—if, being a flower or 
animal painter, it is love, and wonder, and delight 
in petal and in limb that move you, then the 


¢ 
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Spirit is upon you, and the earth is yours, and the 
fulness thereof. But if, on the other hand, it is 
petty self-complacency in your own skill, trust in 
precepts and laws, hope for academical ox popular 
approbation, or ayarice of wealth,—it is quite pos- 
sible that by ‘steady industry, or ever by fortunate 
chance, you may win the applause, the position, 
the fortune, that you desire ;—but:one touch of 
true art you will never lay on canvas or on stone 
as long as you live. 

Make, then, your choice, boldly and consciously, 
for ‘one way or other it must ho made, On 
the dark and dangerous side are set, the pride 
which delights in self-contemplation—the indolence 
which rests in unquestioned forms—the ignorance 
that despises what is fairest among God’s creatures, 
and the dulness that denios what is marvellous in 
Tis working: there is a life of monotony for your 
own souls, and of misguiding for those of others. 
And, on the othor side, is open to your choice the 
life of the crowned spirit, moving ss a light in 
croation—discovering always—illuminating always, 
gaining every hour in strength, yet bowed down 
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every hour info deeper humility ; sure of being right 
in its aim, sure of being izvesistible in its progress ; 
happy in what it has securely done—happier in 
what, day by day, it may as securely hope; hap- 
piest at the close of life, when the right hand begins 
to forget its cunning, to remember, that there was 
never a touch of the chisel or the pencil it wielded, 
but has added to the knowledge and quickened the 
happiness of mankind. 


55 


LECLURE IL 


(HE TNILTY OF ART. 


Part of an Address* dehuered at Manchester, 14th March, 
1859. 


In is sometimes my pleasant duty to visit other 
cities, in the hope of being able to encourage their 
art students’; but here it is my pleasanter privilege 
to come for encouragement myself,” I do nat know 
when I have received so much as from the report 
xead this evening by Mr. Hammersley, bearing 


* Iwas prevented, by press of ather engagements, from pre- 
paring this addiess with the care I wished ; and forced to trust 
to such expression as I could give at the moment to tho points 
of prineipal importance ; reading, however, the close of the pre- 
ceding lecture, which I thought contained somo truths that would 
bear repetition, The whole was reported, better than it deserved, 
by Mr. Pitman, of the Manchester Courier, and published nearly 
yarbatim. I have here extracted, from the published report, the 
facts which I wish especially to enfores ; and have a little cleared 
thelr expression; its loose and colloquial character I cannot now 
help, unleds by re-writing the whole, which it scems not worth 
while ta da, . 
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upon a subject which has caused me great anxiety. 
For I have always felt in my own pursuit of art, 
and in my endeavours to urge the pursuit of art 
on others, that while there are many advantages 
now that never esisted before, there are certain 
grievous difficultics existing, just in the very cause 
that is giving the stimulus to art—in the immenso 
spread of the manufactures of every country which 
is now attending vigorously to art. We find that 
manufacture and art are now going on always to- 
gether; that where there is no manufacture there 
isno art. I know how much there is of pretended 
ait wheve there is no manufacture: there is much 
in Italy, for instance; no country makes so bold 
pretence to the production of new art as Htaly 
at this moment; yet no country produces so little. 
If you glance over the map of Europe, you will 
find that where the mannfactures aie strongest, 
there art also is strongest. And yet I always felt 
that there was an immense difficulty to be encoun- 
tered by the students who were in these centres of 
modern moyement, They hadito avoid the notion 
that art and manufacture were, in any respect. 
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one. Art may be healthily associated with manu- 
facture, and probably in future will always be so; 
but the student must be strenuously warned against 
supposing that they can ever be one and the same 
thing, that arb can ever be followed on the prin- 
ciples of manufacture, Each must be followed 
separately; the one must influence the other, but 
erch must be kept distinctly separate from the 
other. 

Tt would be well if all students would keep 
clearly in theiy mind the 1cal distinction between 
those words which we use so often, * Manufac- 
ture,” “Art,” and “Fine Art.” “ Maxuractorn ” 
is, according to the etymology and right use of the 
word, “the making of anything by dands,”—directly 
or indirectly, with ov without the help of instruments 
or machines, Anything proceeding from the hand 
of man is manufacture; but it must have procecded 
from his hand only, acting mechanically, and wnin- 
fluenced at the moment by direct intelligence, 

Then, secondly, Ant is the operation of the 
hand and the intelligenco of man together: there 
is an art of making machinery; there is an art 

* 


5B - TIE UNITY ‘OF ART. (anor. m1 


‘of building ships; an art of making cartingos; 
and so on, All these, properly called Axis, but 

.not Fine Axts, are pursuits in which the hand 
of ‘man and his head go together, working at the 
same insfant. 

Then Finn Ant is that in which the hand, the 
head, and the heart of man go together. 

Recollect this triple group; it will help you to 
solye many difficult problems, And remember that 
though ‘the hand must be at the bottom of every- 
thing, it must dlso go to the top of everything; 
for Fine Ars must be produced by the hand of 
man in a much greater and clearer sense than 
manufacture is. Fine Art must always be produced 
by the subtlest of all machines, which is the human 
hand. No machine yet contrived, or hereafter 
contrivable, ‘will ever equal ithe fine machinery of 
the human fingers. Thoroughly perfect art is that 
which proceeds from the heart, which involves all 
the noble cmotions ;—associntes with these the head, 
yet as inferior to the heart; and the thand, yet as 
inforior to the heart and head; and thus brings 
out the whole man, + 
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Hence it follows that since Manufacture is simply 
the operation of the hand of man in producing that 
which is useful to him, it essentially separates itself 
from the emotions; when emotions intorfere with 
machinerythey spoil it: machinery must go evenly, 
without emotion. But the Fine Avis cannot go 
evenly; they always must have emotion ruling 
their mechanism, and uritil the pupil begins to feel, 
and until all he does associates itself with the cur- 
went of his feeling, he is not an artist, But pupils 
in all the schools in this country are now exposed 
to all kinds of temptations which blupt their feel- 
ings. I constantly feel discouraged in addressing 
them because I know not how to tell them boldly 
what they ouglit to do, when I feel how prastically 
difficult it is for thom to do it, Thoro are all sorts 
of demands made upon them in, every direction, and 
anoney isto be made in every conecivable way but 
the right way. If you paint as you ought, and 
study as you ought, depond upon it tho public 
will take no notice of you for a long while. If 
you study wrongly, and iry to draw tho atton- 
tion of the public upon yeus-—supposing you ‘to 
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be clever students—you will get swift reward; but 
the reward does not come fast when it is songht 
wisely ; it is always held aloof for a little while; 
the right roads of early life are yery quiet ones, 
hedged in from nearly all help or praise. But the 
wrong roads are noisy,—vociferous everywhere with 
all kinds of demands upon yon for art which is 
not properly art at all; and in the various meetings 
of modern interests, money is to be made in every 
way; but art is to be followed only in one way, 
That is what I want mainly to say to you, or if 
not to you yourselves (for, from what I have heard 
from your excellent master ‘to-night, I know you 
are going on all rightly), you must let me say it 
through you to others. Our Schools of Art are 
confused by the yavious teaching amd vavions in- 
terests that are now abroad among us. Everybody 


is talking about art, and writing about it, and 


more or less interested in its everybody wants art, 


and there is not art for everybody, and few who 
talk know what they are talking about; thus 
students are led in all variable ways, while there 
is only one way in avhich they can- make steady 


i . - 
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progress, for true art is always and will be always 
one. Whatever changes may be made in the cus- 
toms of society, whatever new machines we may 
invent, whatever new manufactures we may supply, 
Fine Art must remain what it was two thousand 
years ago, in the days of Phidias; two thousand 
years hence, it will be, in all its principles, and in 
all its great effects upon the mind of man, just the 
same, Observe this that I say, please, carefully, 
for I mean it to the very utmost, There is but one 
night way of doing any given thing required of an artist ; 
there may be a hundred wrong, deficient, or man- 
nered ways, but there is only one complete and right 
way. Whenever two artists are trying to do the 
samo thing with the same materials, and do it in 
different ways, one of them is wrong; he may be 
charmingly wrong, or impressively wrong—various 
cixoumstances in his temper may make his wrong 
pleasantor than any person’s right; it may for him, 
under his given limitations of knowledge or temper, 
be better porhays that ho ghould err in his own 
way than try for anybody elso’s—but for ‘all that 
his way és wrong, and it is essential for all masters 
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of’ schools to know what the right way is, and what 
right art is, and to sec how simple and how single 
all right art has been, since the beginning of it, - 
But farther, not only is there but oue' way ot 
doing things rightly, but there is only one way ot 
seeing them, and that is, seeing tho whole of them, 
without any choice, or niore intense perception of 
one point than another, owing to our special’ idio~ 
syneracies, Thus, when Titian or Tintoret look at 
a human being, they see at a glance the whole of its 
nature, outside and in; all that it has‘ of form, of 
colour, of passion, or of thought; saintliness, and 
loveliness ; fleshly body, and spiritual power ; grace, 
or strength, or softness, or whatsoever other quality, 
those men will see to the full, and so paint, that, 
when narrower people come to look at what they 
have done, every one may, if he chooses, find his 
own special pleasure in the work, The sensualist 
will find sensnality in Titian; tho thinker will find 
thought; the saint, sanctity; the colourist, colour; 
the anatomist, form; and yet the picture will never 
be a popular one in the full sense, for none of these 


narrower people will fad: their special taste so alone 
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consulted, as that the qualities which would ensnre 
their gvatification shall be sifted or separated from 
others; they are checkef by the presence of the 
other qualities which ensure the gratification of 
other men. Thus, Titian is not soft enough for 
the sensualist, Correggio suits him hettor; Titian’ 
is not defined enough fdr the formalist—Leonardo, 
suits him better; Titian is not pure enough for the 
religionist,—Raphael suits bim better; Titian is not 
polite enough for the man of the world—Vandyke 
suits him better; Titian is not forcible cnough for 
the lover of the picturesque,—Rembrandt suits him 
better. So Correggio is popular with a certain set, 
and Vandyke with a certain set, and Rembrandt 
‘ with a certain set, All are great mon, but of in- 
foxioy stamp, and therefore Vandyke is popular, 
and Rembrandt is popular,* but nobody cares much 
at heart about Tition; only there is a strange under+ 
current of everlasting murmur about his name, 
“which means the deep consent of all groat men 
that he is: greater than they--the consent of those 


* And Murillo, of all true painters the narrowest, feeblest, and 
most superiicinl, for those reasons the’most popular, 
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who, having sat long enough at his feet, have found 
in that restrained harmony of his strength there 
are indeed depths of each balanced power more 
wonderful than all those separate manifestations in 
inferior painters: that there is a softness more ex- 
quisite than Correggio’s, a purity loftier than Leo- 
nardo’s, 2 force mightier than Rembrandt's, a sanctity 
more solemn even than Raffaelle’s. 

Do not suppose that in saying this of Titian, I 
am returning to the old eclectic theories of Bologna; 
for all those eclectic theories, observe, were based, 
not upon ans,endeavour to unite the various charac- 
ters of nature (which it is possible to do), but the 
yaious narrownesses of taste, which it is impos- 
sible to do, Rubens is not more vigorous than 
Titian, but less vigorous; but because he is so 
narrow-minded as to enjoy vigour only, he refuses 
to give the other qualities of nature, which would 
intorfere with that vigour and with our perception 
of it, Again, Rombrandt is not 4 greater master 
of chiaroscuro than Titian ;—he is a less master, but 
because he is so narrow-minded as to enjoy chiaro- 
seuro only, he withdraws from you the splendour of 
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hue which would interfere with this, and gives you 
only the shadow in which you can at once feel it, 
Now all these specialties have their own charm in 
their own way; and there are times when the 
particular humour of each man is rofreshing to us 
from its very distinctness; but the effort to add 
any other qualities to this refreshing one instantly ‘ 
takes away the distinctiveness, and therefore the 

"exact character to be enjoyed in its appeal to a 
particular humour in us, Owr enjoyment arose 
from a weakness meeting a weakness, from a par- 
tiality in the painter fitting to a partiality in us, and 
giving us sugar when wo wanted sugar, and myrrh 
when we wanted myrrh; but sugar and myrrh are 
not meat: and when we want meat and bread, we 
must go to better mon. ‘ 

The eclectic schools endeavoured to unite these 
opposite partialities and weaknesses, Thoy trained 
themselves under masters of exaggoration, and tried 
to unite opposite exaggerations, That was impos- 
sible. They did not see that the only possible 
eclecticism had ‘been already accomplished ;— the 
eclecticism of temporance, which, by tho restraint of 
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forces, gains higher force; and by the self-denial of 
delight, gains higher delight, Thig you will find 
is’ ultimately the case with every true and right 
master; at first, while we are tyros in art, or 
before we have earnestly studied the man in ques~ 
tion, we shall see litile in him; or perhaps see, ‘as 
‘we think, deficiencies; we shall fancy he ‘is inferior 
to this man in that, and to the other man in the 
other; but as we go on studying him we shall find 
that he has got both that and the other; and both 
in a far higher sense than the man who seemed to 
possess those qualities in excess. Thus in Parner’s 
lifetime, when people first looked at him, those who 
liked rainy weather, said he was not equal ta Copley 
Fielding; but those who Jooked at Turner long 
enough found that he could be much move wot than 
Copley Fielding, when he chose. The peaple who 
liked force, said that * Twmer was not strong enough 
for them ; he was effeminate ; they liked De Wint,— 
nice strong tone;—or Cox—grent, greeny, dark masses 
of colour—solemn feeling of the freshness and depth 
of nataze ;—they liked Cox——Trnet was too hot fo 
them.” Had they looked long enough they would 
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have found that he had far more foree than Do 
Wint, far more froshness than Cox when he chose,— 
only united with other elements; and that he didn’t 
choose to be cool, if nature had appointed the 
weather to be hot Tho people who liked Prout 
said Turner had not firmness of hand—~he did 
not know enough about architecture—he was not 
picturesque enough.” Had they looked at his 
aychitecture long, they would have found that it 
contained subtle picturesquenesses, infinitely more 
picturesque than anything of Prout’s. People who 
liked Callcott said that “ Turner was not correct or 
pure cnough—had no classical taste.” Had they 
looked at Timmer long enough they would have 
found him as severe, when he chose, as the greater 
Poussin ;—Calleott, a mere vulgar imitator of other . 
non’s high breeding, And so throughout with all 
thoroughly great men, theii strength is not seon 
at first, precisaly because they unite, in duo place 
and measure, every great quality, 

Now the question is, whether, as students, wo are 
to study only these mightiest men, who unite all 
greatness, or whether we are to study the works 


To 
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of inferior men, who present us with the greatness 
which we particularly like? That question often 
comes before me when I see a strong idiosyncrasy 
in a student, and he asks me what he should study. 
Shall I send him to a true master, who does not 
present the quality in a prominent way in which that 
student delights; or send him to a man with whom 
he has direct sympathy ? It is a hard question, For 
very curious results have sometimes ‘been brought 
out, especially in late years, not only by students 
following their own bent, but by their being with- 
drawn from téaching altogether. Ihave just named 
avery great man in his own field—Prout. We all 
know his diawings, and love them: they have a 
peculiar chayacter which no other architectural 
drawings ever possessed, and which no others ever 
can possess, because all Prout’s subjects are being 
* knocked down, or restored, (Prout did not like re- 
stored buildings any more than I do.) There jill 
never be any more Prout drawings. Nor could 
he have been what he was, ox expressed with that 
mystoriously effective touch that peculiar delight 
in broken and old buildings, unless be had been 
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withdrawn from all high art influence, You know 
that Prout was born of poor parents—that he was 
educated down in Cornwall;—and that, for many 
years, all the art-teaching he had was his own, or 
the fishermen’s. Under the keels of the fishing- 
boats, on the sands of our southern coasts, Prout 
learned all he needed to Jearn about art. Entirely 
by himself, ho felt his way to this particular style, 
and became the painter of pictures which I think 
we should all regret to lose. It becomes a very 
difficult question what that man would have been, 
* had he been brought under some entixely wholesome 
artistic influence. He had immense gifts of com- 
position, I do not know any man who had more 
power of invention than Prout, ov who had a sub- 
limey instinct in his treatment of things; but being 
‘entively withdrawn from all artistical help, he 
blunders his way to that short-coming represen- 
tation, which, by the very reason of its short- 
coming, has a certain charm wo should all he’ 
sorry to lose, And therefore I fecl embarrassed 
when a student comes to me, in whom I see a 


strong instinct of that kind: and cannot tcll whether 
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I ought to say to him, “ Give up all your studies 
of old boats, and keep away from the sea-shore, and 
come up to the Royal Academy in London, and look 
at nothing but Titian.” It is a difficult thing to 
make up one’s mind to say that. However, I believe, 
on the whole, we may wisely leave such matters in 
the hands of Providence; that if we have the power 
of teaching the right to anybody, wo should teach 
them the right; if we havo the power of showing 
them the best thing, we should show them the heat 
thing; there will always, I fear, be enough want of 
teaching, and enough bad teaching, to bring out vory 
curious erratical results if we want them. So, if 
we are to teach at all, let us teach the right thing, 
and ever the right thing, There are many attrac- 
tive qualities inconsistent with rightness ;—do not lot 
us teach them,—let us be content to waive them. 
There are attractive qualities in Burns, and attrac- 
tive qualities im Dickens, which neither of those 
“writers would have possessed if the one had best 
educated, and. the other had been studying highor 
nature than that of cocknoy London; but those 
attractive qualities are not such as we should 
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seck in a sehool of literature. If wo want to 
teach young men a good manner of writing, we 
should teach it from Shakspeare,—not from Burns; 
from Walter Scott,—and not from Dickens. And 
L believe that our schools of painting me at 
present inefficient in their action, because they 
have not fixed on this high priuciple what are the 
painters to whom to point; nor boldly resolved. to 
point to the best, if determinable. It is hecoming 
a matter of stern necessity that they should give 
a simple direction to the attention of the student, 
and that ‘they should say, “This ,is the mark 
you are to aim at; and you are nol to go about 
to the print-shops, and peop in, to seo how thig en- 
graver does that, and the other engraver does the 
ather, and how a nice bit of character has been 
caught by a new man, and why' this odd picture 
has caughé the popular attention. You me to have 
nothing to do with all that; you are not to mind 
about popular attention just now; but here is a 
thing which is cternally right and good: you are 
ta look at that, and see if you cannot do something 
eternally right and good too? 
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But suppose you accept this principle; and re- 
solve to look to some great man, Titian, or 
Turner, or whomsoever it may be, as the modo] 
of perfection in art;—then the question is, since 
this groat man pursued his art in Venice, or 
in the fields of England, under totally different 
conditions from those possible to us now—how are 
you to make your study of him effective here in 
Manchester? how bring it down into patterns, and 
all that you are called upon as operatives to pro- 
duce? ,|how make it the means of your, livelihood, 
and associates inferior branches of art with this 
great art? That may become a serious doubt to 
you. You may think there is some other way of 
producing clever, and pretty, and saldable patterns 
than going to look at Titian, or any other great 
man, And that brings me to the question, perhaps 
the most vexed question of all amongst us just now, 
between conventional and perfect art. You know 
that among architects and artists there are, and have « 
been almost always, sinee art became a subject of 
much discussion, two parties, one maintaining that 
nature should be alwafs altered and modified, and 
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that the artist is greater than nature; they do not 
maintain, indeed, in words, but they maintain in idea, 
that the artist is greater than the Divine Maker of 
these things, and can improve them; while the other 
party say that he cannot improve nature, and that 
nature on the whole should.improve him. That is 
the real meaning of the two parties, the essence of 
them; the practical result of their soveral theories 
being that the Idealists ave always producing more 
or less formal conditions of art, and the Realists 
striving to produce in all their art cither some image 
of nature, or record of nature; these, observe, being 
quite different things, the image being a resem~ 
blance, and the record, something which will give 
information about nature, but not nedessarily imi- 


tate it, 
* * * * * 


You may soparato these two groups of artists 
more distinctly in your mind as those who seek for 
the pleasure of art, in the relations of its colours and 
lines, without caving to convey any truth with its 


* The portion of tho lecture here omitted was o recapitulation 
of that part of the previdus one which opposed conventional art 
to natural art. , ° 
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and those who seek for the truth first, and then 
go down from the truth to the pleasure of colour 
and line, Marking those two bodies distinctly as 
separate, and thinking over them, you may come 
to some rather notable conclusions respecting, the 
mental dispositions which are involved in each 
mode of study. You will find that large masses ot 
the art of the world fall definitely under one or the 
other of these heads. Observe, pleasure first and 
truth afterwards, (or not at all,) as with the 
Avabions and Indians; or, truth first and pleasure 
afterwards, as with Angelico and all other great, 
European painters. You will find that the art 
whose end is pleasure only is pre-eminently the 
gift of cruel and savage nations, cruel in temper, 
sayage in habits and conception; but that the art 
which is especially dedicated to natural fact always 
indicates a peculiar gentleness and tenderness of 
mind, and: that all great and successful work of 
that kind will assuredly be the production of 
thoughtful, sensitive, earnest, kind men, lage ‘in 
their views of life, and full of various intellectual 
power. And farther, avhen you examine the men 
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jn whom the gifts of art are variously mingled, 
or universally mingled, you will discern that the 
ornamental, or pleasurable power, though it may 
be possessed by good men, is not in itself an, 
indication of their goodness, but is rather, unless 
balanced by other faculties, indicative of violence 
of temper, inclining to cruelty and to irveligion, 
On the other hand, so sure as you find any man 
endowed with a keen and ‘separate faculty of repre- 
senting natural fact, so surely ‘you will find that 
man gentle and upright, full of, nobleness and 
breadth of thought. I will give you two instances, 
the first peculiarly English, and anothor peculiarly 
interesting because it occurs among a nation not 
generally very kind oy gentle. : ( 

I am inclined to think that, considering all the 
disarlvantages of civcumstances and education under 
which his genius was developed, there was perhaps 
hardly ever born a man with’s more intense and 
innate gifs of insight into nature than our own Six 
Joshua Reynolds, Considered as a painter of indi- 
viduality in the human form and mind, I think 
him, oven as-it is, the printe of portrait painters. 


. 
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Titian paints nobler pictures, and Vandyke had 
nobler subjects, but noither of them entered so 
subtly as Sir Joshua did into the minor varieties 
_of humian heart and temper ; and when you consider 
that, with a frightful conventionality of social habi- 
tude all around him, he yet conceived the simplest 
types of all feminine and childish loveliness ;—that 
in a northern climate, and with gray, and white, 
and black, as the principal colours around him, he 
yet became a colourist who can be crushed by 
nove, even of the Venetians ;—and that with Dutch 
painting and-Dyesden china for the prevailing typos 
of art in tho salodus of his dey, he threw himself 
at once at the feet of the great masters of Italy, 
and arose from their feet to share theix throne—I 
know not that in the whole history of art you 
can produce another initance of so strong, 80 un- 
aided, so unerring an instinct for all that was true, 
pure, and noble, 

Now, do you zecollect the cvidence respecting the 
character of this man,—the two points of’ bright 
peculiar evidence given by the sayings of the two 
greatest literary men vf his day, Johnson and Gold- 
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smith ? Johnson, who, as you know, Wwas always 
Reynolds’ attached friend, had but one complaint 
to make against him, that he hated nobody :— 
* Reynolds,” he said, “you hate no one living; I 
like a good hater!” Still more significant is the 
little touch in Goldsmith’s “ Retaliation,” You x¢- 
collect how in that poem ho describes tho various 
persons who met at one of their dimers at St, 
James's Coffee-house, each person beihg described 
under the name of some appropriate dish.* You 
will often hear the concluding lines about Reynolds 
quoted— # 

“Tie slufted his trumpet,” &¢.,— 


« 


less often, or at least less attentiyely, the preceding 
ones, fay more important— 


“Still born to improve ug in every pari— 
+ Hia pencil our faces, his manners ow heart,” 


y 


and never, the most characteristic touch of all, near 


the boginning :— 


® Our dean shall bo venison, just fresh from. tho plains ; 
Our Burke shall bo tongue, with a gainiah of bains ; 
‘fo make out the dinner, full certain I an, 
That Rich is anchovy, and Reynolds is lem.” 
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' The other painter whom I would give you 
“as an instance of this gentleness is a man of 
another nation, on the whole I suppose one of 
the most cruel civilized nations in the world,—the 
Spaniards. They produced but one great painter, 
only one; but he among the very gyeatest of 
painters, Velasquez, You would not suppose, from 
looking at Velasquez’ portraits generally, that he 
was an especially kind or good man; you perceive 
a peculiar stermness about them; for they were as 
true as steel, and the persons whom he had to 
paint being not generally kind or good people, they 
were stern in expression, and Velasquez gave the 
sternness; but he had precisely the same intenso 
perception of truth, the same marvellous instinct for 
the rendoring of all natural soul and all natiwal form. 
that our Reynolds had. Let me, then, read you his 
character as it is given by Mr. Stirling, of Kier :— 


“Certain charges, of what nature we are not informed, brought * 
against him after his death, made it necessary for his oxecutor, 
Fuensalida, to refute them ata private audience granted to him. 
py the king for that purpose, After listening to the defence of 
his friend, Philip immediately made answer: ‘I can believe all 
you sny of the excellent disposition of Diego Velasquez,’ aying 
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lived for half his life in comts, he wa's yet capable both of grati- 
tude and generosity, and in the misfortunes, he could remember 
the carly kindness of Olivares. The friend of tho exile of 
Loeehes, it is just to belicve that he was also the friend of 
the all-powerful fuyouite at Buenretiio, No mean jealousy 
ever influenced his conduct to his brother artists; he could 
afford not only to acknowledge the merits, but to forgiye the 
malice, of his rivals, Ilis character was of that rare and happy 
hind, in'which high intellectual power is combined with indomitable 
sirength of will, and & winning sweetness of temper, and which 
acldom fails to raise the possessor above his fellow-men, making 
his life a 


‘lanrelled victory, and amooth ‘is 
Be strewed before his feet.’ ” < 

Tam sometimes accused of trying to make art, too 
moral; yet, observe, I do not say in the least that in 
order to be a good painter you must be a good man ; 
but T do say that in order to be a good nataral 
painter there must be strong elemonts of good in 
the mind, however warped by other parts of the 
character. There ave hundreds of other gifts of 
painting which aro not at all involved with moral 
conditions, but this one, the perception of nature, 
is nevor given but under certain moral conditions. 
Therefore, now you have it in your’ choice; here 
aro your two paths for you: it is yequired of 
. you fo produce econventiongl ornament, and ‘you 


® 
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may approach the task as the Ilindoo does, and 
as the Arab did, without nature at all, with the 
chance of approximating your disposition somewhat 
to that of the Hindoos and Arabs; or as Sir Joshua 
and Velasquez did, with, not the chance, but the 
certainty, of approximating your disposition, accord- 
‘ing to the sincerity of your effort—to the disposition 
of those great and good men. 

And do you suppose you will lose anything by 
approaching your conventional art from this higher 
side? Not so. I called, with deliberate measure- 
ment of my expression, dong ago, the decoration of 
the Alhambra “ detestable,” not merely because 
indicative off base conditions of moral being but 
hecause merely as decorative work, however cap- 
tivating in some respects, it is wholly wanting 
in “the real, deep, and intense qualities of orna~ 


mental art, Noble conventional decoration belongs 


_ only to three poriods, Tirst, there is the con- 


ventional decoration of the Greeks, used in sub- 
ordination to their sculpture, There ave then 
the noble conventional decoration of “the carly 
Gothic schools, and the noble conventional arab+ 
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esque of the great Italian schools. All these were 
yeached from above, all reached by stooping from 
a knowledge of the human form. Depend upon it 
you will find, as you"look more and moro into the 
matter, that good subordinate ornament has ever 
been rooted in a higher knowledge; and if you 
are again to produce anything that is noble, 
you must have the higher knowledge first, and 
descend to all lower service; condescend as much 
as you like,—condescension never does any man 
any harm,—but get your noble standing first, 
“So, then, without any scruple, whatever branch 
of art you may be inclined as a student here 
to follow,— whatever you are to make your 
bread by, I say, so far as you have time and 
power, make yourself first a noble and accom-, 
plished artist; understand at least what noble and 
accomplished art is, and then you will be able to 
apply your knowledgo to all sorvice whatsoever. 

IT am now goimg to ask your permission to 
name the mastors whom I think it would be 
woll if we could agree, in our Schools of Art in 
England, to consider ow’ loaders. The first and 

ced 
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chief I will no myself presume to*name; he shall 
be distinguished for you by the authority of those 
two great painters of whom we have just been 
speaking—Reynolds and Velasquez, You may 
remember that in your Manchester Art Treasures 
Exhibition the most impressive things were tho 
works of thosc two men—uothing told upon the 
eye so much; uo other pictures retained it with 
such a persistent power. Now, I have the testi- 
mony, first of Reynolds to Velasquez, and then of 
Velasquez to the man whom I want you to take 
as the master of all your English schools, The 
testimony of Reynolds to Velasquez is very strik- 
ing. I take it from some fragments which have just 
been published by Mr. William Cotton— precious 
fragments—of Reynolds’ diaries, which I chanced 
upon luckily as I was coming down here: for I 
was going to take Velasquez’ testimony alone, and 
then fell upon this testimony of Reynolds to 
Velasquez, written most fortunately in Reynolds’ 
own hand—you may sce the manuscript. * What 
we ave all,” said Reynolds, “ attempting to da with 
great labour, Velasguge does at once.” Just think 
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‘what is implied when a man of the enormous power 
and facility that Reynolds had, says he was “ try- 
ing to do with great labour” what Velasquez “ did 
at once.” ; 

Having thus Reynolds’ testimony to Velasquez, I 
will take Velasquez’ testimony to somebody else, 
You know that Velasquez was sent by Philip of 
Spain, to Italy, to buy pictures for him. Ie went 
all aver Italy, saw the living artists there, and all 
their best pictures when freshly painted, so that he 
had every opportunity of judging; and never was 
a man so capablo of judging. Ile wont to Rome 
and ordered various works of living axtists; and, 
while there, he was one day asked by Salvator 
Rosa what he thought of Raphael. His zeply, and 

“the ensuing conversation, are thus reported by 
Boschini, in-curious Italian verse, which, thus trans- 
lated by Dr. Donaldson, is quoted in Mr. Stirling's 
Life of Velasquoz:— 


“The master” [Velasquez] “ sity bowed his figure tall. 
And said, ‘For Rafnol, to speak the truth— ' 
T always was plain-spoken fiom my youth— 
Tcannat say I like his works at all’ 
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#* Well, satd the other ” [Satvator}, * ‘if you can ran down 
So great a man, I really cannot see 
What you can find to Jiko in Italy; 

To him we all agree to give the crown.’ 


« Diego answered thus ; ‘I saw iu Venice Fs 
The trua test of the good and beautiful; 
First, in my judgment, ever stands that school, 
And Titian first of all Italian men is.’ ” 


* © Tizian ze quel che porta la Bandiera.” 
Learn that line by heart, and act, at ‘all events 
for some time to come, upon Velasquez’ opinion 
in that mattor. Titian is much the safest master 
for you. Rayhael’s power, such as it was, and 
great as it was, depended wholly upon transcen- 
dental characters in his mind; it is “ Raphaelesque,” 
properly so‘ called; but Titian’s power is simply 
the power of doing right. Whatever came hefora 
Titian, he did wholly as it ought to be done. Do 
not suppose that now in recommending Titian to 
you so strongly, and speaking of nobody else 
to-night, I am retreating in anywise from what 
some of you may perhaps recollect in my ‘works, 
the enthusiasm with which I have always spoken 
of another Venetian painter, There are three 
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Venetians who are never separated in my mind, 
—Titian, Veronese, and Tintorct, They all haye 
their own unequalled gifts, and Tintoret espe- 
cially has imagination and depth of soul which I 

"think renders him indispytably the greatest man; 
“put, equally indisputably, Titian is the greatest 
painter ; and therefore the greatest painter who ever 
lived. You may be led wrong by ‘Tintoret* in many 
respects, wrong by Raphael in more; all that you 
learn from 'Fition will be right, Then, with Titian, 
take Leonardo, Rembrandt, and Albert Durer, I 
name those three masters for this reafon: Leonardo 
has powers of subtle drawing which are peculiarly 
applicable in many ways to the drawing of fine 
ornament, and are very useful for all students, Rom- 
brandt and Durer avo the only men whose actual 
work of hand you can have to look at; you can haye 
Rembrandt’s etchings, or Duror’s engravings actually 
hung in your schools; and it is a main point for the 
student to see the real thing, and avoid judging of 
masters at second-hand, As, however, in obeying 
this principle, you canuot oflen have opportunities of ; 

* See Appendix I—* Right and Wrong.” 


« 
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studying Venetian painting, it is desirable that 
you should have a useful standard of colour, and 
I think it is possible for you to obtain this, I 
cannot, indeed, without entering upon ground 
which might involve the hurting the feelings of 
living artists, state exactly what I believe to be’ 
the relative position. of various painters in England 
at present with respect to power of colour. But 
I may say this, that in the peculiar gifts of colour 
which will be useful to you as students, there 
are only one or tivo of the pre-Raphaelites, and 
William Hunt, of the old Water Colour Sovicty, 
who would be safe guides for you; and as quite 
a safe guide, there is nobody but William Hunt, 
because the pre-Raphaelites ave all more or Tess 
affected by enthusiasm and by various morbid con- 
ditions of intellect and temper; but old William 
Hunt—I am sorry to say “old,” but I say it in a 
loving way, for evory year that hag added to his 
life has added also to his skill— William Blunt 
ig as right as the Venetians, as far as he gocs, 
and what is more, nearly as inimitable as they. 
And I think if we manage to put in tho prins 


’ 
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cipal schools of England a little bit of ITunt’s work, 
and make that somewhat of a standard of colour, 
that wo can apply his principles of colouring to 
subjects of all kinds, Until you have had a work 
of his long near you; nay, unless you have been 
labouring at it, and trying to copy it, you do not 
Inow the thoroughly grand qualities that are con- * 
centrated jn it, Simplicity, and intensity, both of 
the highest character ;—simplicity of aim, and in- 
tensity of power and success, are involved in that 
man’s unpretending labour. 

Finally, you cannot believe that J would omit 
my own favourite, Tuner, I fear from the yery 
number of his works left to the nation, that 
there is a disposition now rising to look upon 
his vast bequest with some contempt, I beg of 
you, if in nothing else, to believe’ me in this, ; 
that you cannot farther the art of England in 
any way moro distinctly than by. giving atten- 
tion to every fragment that has been loft by that 
man. The time will come when his full power 
and right place will be acknowledged; that time 
will not be for many a day yet: nevertheless, 
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be assured—as far as you are inclined to give 
the least faith to anything I may say to'you, be 
assured—that you can act for the good of art in 
England‘ in no better way than by using what~ 
ever influence any of you have in any direction to 
urge the reverent study and yet moro reverent pre- 
servation of the works of Tumor, I do not say 
“tho exhibition” of his works, for we axe not alto- 
gether ripo for it: they are still too far above us; 
uniting, as I was telling you, too many qualities 
for us yet to feel fully their range and their in- 
fluence ;—bus let us only try to keep them safe 
from harm, and show thoroughly and conyeniently 
what we show of them at all, and day by day 
their gteatness will dawn upon us more and more, 
and be ihe root of a school of art in England, 
which I do not doubt may’ be as bright, as just, 
and as xefined as oven that of Venice herself The 
dotninion of the sea seoms to have beon asso- 
ciated, in past timo, with dominion in the arts 
also: Athens had them together; Venice had thom 
together; but by so much as our authority over 
the ocean is wider then theirs over the Zigean or 
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Adriatic, let us strive to make our art more widely 
beneficent than theirs, though it cannot -be more 
exalted; so working out the fulfilmont, in their 
wakening as well as thoi warning sense, of those 


great words of the aged Tintoret: 


“ Suan et FA Marin Magatorn.” 
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CECTURE IL 


MODERN MANUFACTURE AND DESIGN, 


A LEOTURD 


Delivered at Bradford, March, 1869. 
‘ 


Tr ig with a deep sense of necessity for your in- 
dulgence that I venture to address you to-night, or 
that I yenture at any time to address the pupils 
of schools of design intended for the advancement 
of taste in special branches of manufacture. No 
person is able to give useful and definite help 
towards such special applications of art, unless he 
is entirely familiar with the conditions of labour 
and natures of material involved in tho work; and 
indefinite help is little better than no help at all. 
Nay, tho fow remarks which I propose to lay 
before you this evening will, I fear, be rather 
suggestive of difficulties than helpful in conquering 
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them: nevertheless, # may not be altogether m- 
serviceable to define clearly for you (and this, at 
least, I am able to do) one or two of the more 
stern general obstacles which stand at present in 
the way of oux sucgess in design; and to warn you 
against exertion of effort in any vain or wasteful 
way, till these main obstacles are removed, 

The first of these is our not understanding the 
scope and dignity of Decorative design, With all 
our talk about it, the very meaning of the words 
“ Decorative art” remains confused and undecided. 
I want, if possible, to settle this question for you 
to-night, and to show you that the principles on 
which you must work are likely to be frlse, in 
proportion as they are narrow; true, only as they 
ave founded on a perception of the comection of 
all branches of art with exch other. 

Observe, then, first—the only essential distine- 
tion botweon Decorative and other art is the being 
fitted for a fixed place; and in that place, related, 
vither in subordination or in command, to the effect 
Wf other pieces of art. And all the greatest 
art which the world has produced is thus fitted 
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for a place, and subordinated to a purpose. There 
is no existing highest-order art but is decovatiye, 
Tho best sculpture yet produced has been the 
decoration of a temple front—the best painting, 
the decoration of a room, Raphael’s best doing 
is merely tho wall-colouring of a suite of aparl~ 
ments in the Vatican, and his cartoons were made 
for tapestries. Correggio’s best doing is the de- 
coration of two small church cupolas at Parma, 
Michael Angelo’s, of a ceiling in the Pope’s private. 
chapel; Tintoret’s, of a coiling and side wall be- 
longing to a charitable society at Venice; while Titian 
and Veronese threw out ‘their noblest thoughts, not 
eyen on the inside, but on the outside of the 
common brick and plaster walls of Venice. ‘ 

Get rid, then, at once of any idea of “Decorative 
art being a degraded or a soparate kind of art, 
Its nature or essence is simply ifs being fitted for o 
definite place; and, in that placo, forming part of a - 
gveat and larmonious whole, in companionship with 
other art; and so fay from this being a degradation 
to itso far from Decorative art being inferior to 
other art because it is fixed to a spot—on the whole 
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it may be considered as rather a picce of degrada- 
“tion that it should be portakle. Portable art—inde- 
pendent of all place—is for the most part ignoble art, 
Your little Dutch landscape, which you put over 
your sideboard to-day, and between the windows to- 
morrow, is a far more contemptible piece of work 
than the extents of field and forest with which 
Benozzo has made green and beautiful the once 
melancholy arcade of the Gampo Santo at Pisa; 
and the wild boar of silyor which you‘ use for a 
seal, or lock into a velvet case, is little likely to 
be so noble a beast as the bronze boar who foams 
forth the fountain from’ under his tusks in the - 
market-place of Florence, It is, indeed, possible 
that the portable picture or image may be first- 
rate of its kind, but it is not first-rate because it 
is portable; nor ave Titian’s frescoes less than first- 
rate because they aro fixed; nay, very frequently 
the highest compliment you can pay to a cabinet 
, picture is to say— It is as grand as a fresco,” 
Keeping, then, this fact fixed in ow minds,— 
that all art may be decorative, ‘and that the 
gyeatest art yet produded has been decoratiye,-—we 
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may proceed to distinguish the orders and dignities 
of Decorative art, thus:— 

I. The first order of it is that which is meant for 
places where it cannot bo disturbed or injured, and 
where it can be perfectly seen; and then the main 
parts of it should be, and have always been made, 
by the great masters, as perfect, and as full of nature 
as possible. 

You will every day hear it absurdly said that 
room decoration should be by flat patterns — by 
dead colows—by conventional monotonies, and I 
know not what. Now, just be assured of this— 
nobody ever’ yet ‘used conventional art to decorate 
with, when he could do anything better, and knew 
that what he did would be safe. Nay, a ‘great 
painter will always give you the natural art, safo 
or not. Correggio gets a commission to paint a 
room on the ground floor of a palace at Parma: 
Any of our people—bred on our fine modern prin- 
ciples — would have covered it with a diaper, or 
with stripes or flourishes, or mosaic pattorns. Not 
80 ‘Cérveggio:—he paints a thick trellis of vine~ 
leaves, with val openings: and lovely children 
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leaping through them into the room; and lovely 
children, depend upon it, are rather more desirable 
decorations than diaper, if you can do them—but 
they are not quite so easily done. In like manner 
Tintoret has to paint the whole end of the Council 
Tall at Venice. An orthodox decorator would have 
set himself to make the wall Jook like a wall— 
Tintdret thinks it would be rather better, if he art 
manage it, to make it look a little like Paradise ;— 
stretches his canvas right over the wall, and his 
clouds right over his canvas; brings the light 
through his clouds—all blue and clear—zodiac be- 
yond zodiac; yvolls away the vaporous flood from 
under the feet of saints, leaving them at last in 
infinitudes of Jight—unorthodox in the last degree, 
but, on the' whole, pleasant, ‘ 

And so in all other cases whatever, the greatest 
decorative art is wholly unconventional—downright, 
pure, good painting and sculpture, but always fitted 
for its place ; and subordinated to the peepone it has 
to sorve in that place. 

IL. But if art is to be placed where it is liable to in- 
jury—to wear and tear; or to alteration of its form; 
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as, for instance, on domestic utensils, and armour, 
and weapons, and dress; in which either tho orna- 
mont will be worn out by the usage of tho thing, or 
will be cast into altered shape by the play of its 
folds; then it is wrong to put beautiful and porfect 
art to such uses, and you want forms of inferior art, 
such as avill be by their simplicity less liable to 
injury ; or, by reason of their complexity and*con- 
tinuousness, may show to advantage, however dis- 
-torted by the folds they are cast into, 

And thns arise the various forms of inforior 
decorative art, respecting which the general. law is, 
that the lower the place and offico of the thing, the 
Jess’ of natural or perfect form you should haye in it; 
a zigzag or a chequer is thus a better, because a more 

“consistent ornament for a cup or platter than a 
landscape or portrait is: hence tho general definition, 
‘of tho truo forms of conventional ornament is, that 
thoy consist in the bestowal of as much beauty on 
thé object ns shall be consistent with its Matorjal, 
its Place, and its Office. 

Let us consider these three modes of consistoncy a 
Tittle, 


LECT, I. | AND DESIGN. + 97 


(A.) Conventionalism by cause of inefficiency of 
material. 

Tf, for instance, we are vequived to represent a 
human figure with stone only, we cannot represent 
its colour; we reduce its colour to whiteness, 
That is not, elevating the “human body, but de- 
grading it; only it would be a much greater 
degradation to give its colour falsely. Diminish 
beauty as much as you will, but do not misrepresent 
if. So again, when we are sculpturing a face, we 
can’t carve its eyelashes. The face is none the 
better for wanting its eyelashes—it is injured by 
the want; but would be much more injured by a 
clumsy representation of them. 

Neither can we carve the hair, We must be . 
content with the conventionalism of vile solid knots 
and lumps of marble, instead of the golden cloud 
that encompasses the fair human face with its 
waving mystery. The lumps of marble are not an 
olevated representation of hair—they are a degraded 
ene; yot better than any attempt te imitate hair 
with the incapable material. 

In all cases in which such imitation is attempted, 
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instant degradation to a still lower level is the result, 
For tho effort to imitate shows that the workman 
has only a base and poor conception of the beauty 
of the reality—else he would know his task to be 
hopeless, and give it up at once: so that all Las 
deavours to avoid ‘conventionalism, when the mae 
terial demands it, result from insensibility to truth, 
tind are among the worst forms of vulgarity, Hence, 
in the greatest Greek statues, the hair is very 
slightly indicatel—-not because the sculptor dis- 
dained hair, but because he knew what it was too 
well to touch,it insolently. I do not doubt but that 
the Greck painters dvew hair exactly as Titian does. 
Modern attempts to produce finished pictwres on 
glass yesult from the same base vulgarism. No 
man who knows what painting means, can endure a 
painted glass window which emulates painter’s 
work. But ho rojoices in a glowing mosaic of 
broken colour: for that is what the glass has the 
special gift and right of producing.* 

(u.) Conventionalism by cause of inferiority of 
place. 


* Seo Appendix IL, Sir Joshua Reynolds’ disappointment. 
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‘When work is to bo scon at a grout distance, or 
in dark places, or in somo othor inperfact way, it 
constantly becomes necessary 10 ireat il coarsely 
or severely, in order to make it offectivo, ‘The 
statics on cathedral fronts, in good timos of design, 
m‘e variously treated according to their distances : no 
fine execution is put into the features of the Mudonna 
who rules the group of figures above the south 
transept of Roucn at 150 fect above tha ground: 
jut in base modern work, as Milan Cathedral, 
tho sculpture is finished without any reference to 
distance ; and the morit of every statue is sup- 
posed. to consist in tho visitor’s being obliged 10 
ascend threg hundred stops Lefore he can seo it 

(o.} Conventionalism by cause of inferiority of offlee, 

When one picco of ornament is to be subordi- 
nated 10 another (as the moulding is to the seulp- 
ture it encloses, op the fringe of a drapery to tho 
statna it veils), this infovior ornament needs 10 be 
degraded in order to mark its lower offica; and 
this is best done by refusing, move ov Tess, the intro~ 
duction of natural form. ‘The Jess of nature it con- 
tains, tho more degraded is the omament, mid the 
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fitter for a hwnble place; but, however fir a greqt 
workman may go in refusing the highor organisms of 
nature, he always takes care to retain the mag- 
nificence of natural lines; that is to say, of the 
infinito curves, such as I have analyzed in the fourth 
volume of * Modern Painters.” Tlis copyisis, fancying 
that they can follow him without nature, miss pre~ 
cisely the essence of all the work; so that ovon the 
simplest picce of Greek conventional ornament loses 
tho whole of its value in any modern imitation 
of it, the finer curves being always missed, Perhaps 
one of the dullest and least justifiable mistakes which 
have yet been made about my writing, is the suppo- 
sition that I have attacked or despised Greek work. 
I have attacked Palladian work, and modern’imi- 
tation of Greek work, Of Greek work itself I have 
nevor spoken but with a reverence quite infinite: I 
name Phidias always in exactly the same tone with 
which I speak of Michael Angelo, Titian, and Dante. 
My first statement of this faith, now thirteon yonrd 
ago, was surely clear onough. ‘ Wo shall see by 
this light three colossal images standing up side by 
side, looming in their great rest of spirituality above 
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the whole world horizon. Phidias, Michnol Angolo, 
and Danto,—from theso ‘wo may go down slep by 
step among tho mighty men of every age, securely 
and certainly observant of diminished lustvo in overy 
appearance of restlessness' and offort, until the? last 
taco of inspiration vanishes in the totloring af- 
footation or tortured {nsanitios of modern times.” 
(Modern Painters, vol. ii, p. 68.) This was surely 
plain speaking enough, and from that, day to this 
my effort has been not less continually to make the 
heart of Greck work Inown than the hoart of 
Gothic: namely, tho nobleness of conception of form, 
derived from perpetual study of tho figuros and 
my complaint of the modorn architect has been not 
that he followed the Greeks, but that ho denied the 
fivst laws of life in theirs as in all othor art. 

Tho fact is, that all good subordinate forms of orna~ 
montation ever yel existent in the world have been 
invented, and others as beautiful can only be invented, 
by men primarily oxorcised in drawing or carving 
tho human figuye, I will not vopeat hero what I 
have already twico insisicd upon, to tho students of 
London and of Manchester, respecting the degrada- 


102. MODERN MANUFACIURE [LEcr. mL 


tion of temper and intellect which follows tho pur- 
snit of art without xeferénce to natural form, ag 
among the Asiatics: here, I will only trespass on 
your patience so far as to mark tho inseparable 
connection between figure-drawing and good orna~ 
mental work, in the great European schools, and 
all that are connected with thom, ve 
Tell mo, then, first of all, what ornamental work 
is usually put before our students as the type of 
decorative perfection? Raphael’s arabesques; are 
they not? Well, Raphael know a litile about the 
figure, I suppose, before he drew them. I do not 
say that I like those arabesques; but there aro 
certain qualities in them which are inimitable by 
modern designers; and those qualities are just tho 
fruit of the master’s figure study. What is given 
the student as next to Raphael’s work? Cinqueconto 
ornament generally, ‘Well, cinquecento generally, 
with its birde, and cherubs, and wreathed foliage, and 
clustered. fruit, was the amusement of mon who 
habitually and easily carved the figure, or painted it. 
All the iruly fine specimens of it have figures or 
animals as main parts of the design. ‘ 
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“Nay, but,” some anciently or medimvally minded 
porson will oxclaim, “we don’t want to study 
cinguecento. Woe want severer, purer conventional- 
ism.” What will you have? Egyptian ornament? 
Why, the whole mass of it is mado up of multi- 
tudinous human, figures in every kind of action, 
and magnificont actions thelr kings drawing their 
bows in theix chariots, their shcavos of arrows 
vattling at their shoulders; the slain falling under 
them as before a pestilence; their captives driven 
before them in astonied troops; and do you expect 
to imitate Egyptian ornament without, knowing how 
to draw the figure? Nay, but you will tako 
Ohuistian ornament — purest medieval Christian 
—thirleonth contury! Yes: and de you suppose 
you will find the Chistian Iéss human? ‘The 
least. natural and most purely conventional orna- 
mont of tho Gothic schools is that of their paintod 
glasy; and do you suppose painted glass, in the 
fine times, was ovor wrought without figures? We 
have got into tho way, among our other modern 
wrotchednesses, of trying 49 make windows of loaf 
dispers, and of strips of twisted red and yellow 
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hands, Jooking like tho patterns of currant jelly on 
the top of Christmas cakes; but evory cnsemont of 
old glass contained a, saint’s history, The windows - 
of Bourges, Chartres, or Rouen have ton, fifleon, 
or twonty medallions in cach, and each medallion 
contains tivo figures at least, often six or seven, 
xepresenting every event of interest in the history 
of the saint whoso lifo is in question. Nay, but, you 
say, those figures are rude and quaint, and ought 
not to be imitated. Why, so is the leafage rude 
and quaint, yet you imitate that. The coloured 
border pattern of geranium or ivy leaf is not ong 
whit better drawn, or more like goraniums and ivy, 
than tho figures aro like figures; but you call the 
geranium leaf idealized—why don’t you call the 
figures so? The fact is, neither are idealized, but 
both are conventionalized on the samo principlos, 
and in tho samo way; aud if you want to learn how 
to treat tho leafage, the only way is to learn first 
how to treat the figure, And you may soon tost 
you: powers in this respect. Those old workmen 
were not afraid of the most familiar subjects, The 
windows of Chartres were presented by the trades 
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of the town, and at the bottom of cach window is a 
vopresentation of the procaedings of tha tradesmen 
at the business which enabled them to pay for the 
window. 'Thoro ava smiths al the forge, curriors ab 
their hides, tannors looking into their pits, mereors 
selling goods over the counter—all made into beav- 
tiful medallions, Thercfore, whenever you want to 
know whether you have got any zeal power of com~ 
position or adaptation in ornament, don’t be content 
with sticking leaves togethor by the onds,—anybody 
can do that; but fry to conventionalizo a butcher's 
or a grecngrocer’s, with Saturday night customors 
buying cabbage and beof, That will tell you if 
you can design ox not, . 

I can fancy your losing patience with mo alto- 
gether just now. Wo asked this fellow down to 
tell ow workmen how ty mako shawls, and ho is 
only trying to teach thom how to caricature,” “But 
havo a little patience with mo, and oxaming, aftor T 
havo done, a little for yourselves iufo the hislory 
of ornamental arl, and you will diseover why I 
do this, You will discoyor, I repeat, that all gront 
ornamental att whatever is founded on the oflurt 
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of the workman to draw the figure, and, in the 
best schools, to draw all that he saw about him in 
living nature. Tho best art of pottery is acknow~ 
ledged to be that of Greece, and all the power of 
design oxhibited in it, down to the merest zigzap, 
avises primarily from the workman having been 
forced to outline nymphs and knights; from those 
helmed and draped figures he holds his power. Of 
Egyptian ornament I have just spoken, You havo 
everything given there that the workman saw ; 
people of his nation employed in hunting, fighting, 
fishing, visiting, making love, building, cooking— 
everything they did is drawn, magnificently or 
familiarly, as was needed. In Byzantine ornament, 
saints, or animals which are types of various spiritual 
power, are the main subjects; and from the church 
down to the piece of enamelled metal, figure,—figure, 
~-figure, always principal, In Norman and Gothic 
work you have, with all their quiet saints, also other 
‘much disquicted persons, hunting, feasting, fighting, 
and so on; or whole hordes of animals racing after 
each other: In the Baycux tapestry, Queen Matilda 
give, as well as she could,—in many respects graphi~ 
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cally cnough,—the whole history of the conquest of 
England. Thence, as you increase in power of art, 
you have moro and more finished figures, up to the 
solemn sculptures of Wells Cathedral, or tho che- 
rubic enrichments of the Venetian Madonna dei 
Miracoli. ‘Therofore, I tell you Lenrlessly, for J 
know i is tame, you must raiso your workman up to 
life, or you will never get from him one lino of woll- 
imagined conventionalizm. Wo haye at prosont no 
good ornamental design. We can’t havo it yot, and 
we must be patient if we want to have it, Do nob 
hope to feel the effect of your schools, at onco, but 
yoiso the men as high as you can, and then let them 
stoop as low as you necd; no great mun over minds 
stooping, Encourage the students, in sketching ac- 
euxately and continually from nature anything that 
comes in their way—still life, flowers, animals; but, 
above all, figures; and so for as you allow of any 
difference between an artist’s training and theirs, 
lot it be, yok in what they dvwy, bab in the degree 
of conyentionalism yon require in tho sketch, Four 
my own part, I should always endeavour to give 
thorough artistical training first; but 1 am not cortain 
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(the experiment being yet untried) what results 
may bo obtained by a truly intelligent practice 
of conventional drawing, such as that of the Egyp- 
tions, Greeks, or thirteenth century French, which 
consisis in the utmost possible rendering of natural 
form by the fewest possible lines. The animal and 
bird drawing of the Egyptians is, in their fino ago, 
quite magnificent under its conditions; magnificent 
in two ways+—first, in keenest perception of the 
Thain forms and facts in the creature; and, secondly, 
in the grandeur of line by which their forms are 
abstracted and insisted on, making evéry asp, ibis, and 
vulture a sublimo spectre of asp or ibis or vulture 
power, The way for students to get some of this 
gift again (some only, for I believe the fulness of 
the gift itself to bo connected with vital superstition, 
and with resulting intensity of reverence; people 
were likely to know something about hawks ond 
ibises, when to Ill one was to be irrevocably judged 
to death) is never to pass a day without drawing 
some animal from tho life, allowing themselves the 
fewest possible lines and colours to do it with, but 
resolving that whatever is charactoristic of tho 
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animal shall in some way or other be shown® I 
ropeat, it cannot yet be judged what xesulls might 
be obtained by a nobly practised conventionalism 
of this kind; but, however that may be, the first 
fact,—the necossity of animal and figuro drawing, 
is absolutely cortain, and no porson who shrinks 
from it will ever become a great dosigner. Ono 
great good arises even from the first stop in figure 
drawing, that it gots tho student quit at onco 
of the notion of formal symmetry, If you lean 
only to draw a leaf well, you are taught in some 
of our schools to twn it the other way, opposite 
to itself; and tho two leaves set. opposite ways aro 
called “a design:” and thus it is supposed possible 
to produce ornamontation, though you havo no movo 
brains than a looking-glass or a kaloidoscope has, 
But if ance you lean to dyaw the human figuro, 
you will find that knocking two mon’s heads togethers 
doos not necessarily constitute a good design; nay, 
that it makes 2 very bad design, or no design at all; 
and you will see at once that to arrango a group of 


* Plato 75 in Vol. V, of Willinson’s “ Anctent Zgypt” will glvo 
tho student an i(lon of how to set to work, 
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two or more figures, you must, though perhaps it 
may be desirable to balance, or oppose them, at the 
same time vary their attitudes, and make one, not the 
reverse of the other, but the companion of the other, 
I had a somewhat amusing discussion on this 
subject with a friend, only the other day; and one 
of his retorts upon me was 80 neatly put, and ex~ 
presses so completely all that can cither be said or 
shown on the opposite side, that it is well worth 
while giving it you exactly in the form it was sent 
tome, My friend had been maintaining thal the 
essence of grnament consisted in three things:— 
contiast, serics, and symmetry. I replied (by letter) 
that “none of them, nor all of them together, 
would produce ornament. Here” — 
(making a ragged blot with the back SP, 
of my pon on the paper)—* you have contrast; bub 
it isn’t ornament: here,—1, 2, 8, 4, 6, 6,°—~ 
(writing the numerals) —~‘ you have series; but it 
isn’t ornament: and here,”— : 
(sketching this figure at the & 
side)—“ you have symmetry ; 
but it isn’t ornament.” 2 
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My friend replied :—* Your materials were nol 
ornament, because you did nob apply them, 1 send 
them to you, back, made wp into a choice sporting 


neckerchief :— 





Symmetrical gure. . . Unil of diaper. 


Contrast 2 6 1 6 «Corner ornaments. 

Series . 6 2 ee +)» Border ornaments. 

Each figure is converted into a harmony hy heiug 
revolved. on its two axes, tho wholo opposed in con- 
wasting series,” 
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My answer was—or rather was to the effect (for 
I must expand it a little, here) — that his words, 
“because you did not apply them,” contained the 
gist of the whole matter ;—that the application of 
them, or of any other things, was precisely the 
essence of design ;—the non-application, or wrong 
application, the negation of design: that his use of 
the poor materials was in this case admirable; and 
that, if he could explain to me, in clear words, the 
principles on which he had so used them, he would 
be doing a very great service to all students of art, 
“Tell me, therefore” (I asked), “these iain points: 
1, How did you determine the number of figures 
you would put into the neckerchief? Had there 
been more, it would have becn mean and ineffective, 
a pepper-and-salt sprinkling of figures. IIad there 
been fower, it would have been monstrous. Tow did 
you fix the number ? : 
2, IJow did you determine the breadth of the 
+ bordor, and relative size of the numerals ? 
«3, Why are there two lines onside of the border, 
and one only inside? Why are there no more lines ? 
Why not three and two, ox threo and five? Why 
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lincs at all-to separate tho barbarous figures 3 and 
why, if lines at all, ‘not double or tveble instead of 
single ? , 

«4, Why did you put the double blols at tho 
corners? Why not at the angles of the chequerg, 
—or in the middle of the border ? 

“It is precisely yoyr knowing why not to do 
theso, things, and. why to do just what you have 
done, which constituted your power of design; and 
like all the people I havo over known who had 

that power, you are entirely unconscious of tho 
ossontial laws by which you work, and confuse other 
people by telling them that the design deponds on 
symmetry and series, when, in fact, it dopends 
ontiraly on your own sonso and judgment.” —* 
, This was the substance of my last answor--to 
which (as I, know beforchand would he ‘tho case) 
I got no voply; but it still romains to bo obsorved 
thet with all tho skill and taste .(ospecially ine 
yolving the architect's great trust, harmony of pro~ 
“portion), which my friend could bring to bear on 
the materials given him, the rogult ig still only—a, 
“sporting neckerchicf—that is to say, the miterials. 
I 
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addressed, first, to recklessness, in the shapo of a 
mere blot; then to computativeness, in a sevics of 
figures ; and then to absuxdity and ignorance, in the 
‘i shape of an ill-drawn ‘caricature — such anaterialy,| 
however tronted, can only work up into what will 
please reckless, computative, and vulgar porsons,— 
that is to say, into a sporting neckerchief’ The 
difference between this piece of ornamentation and 
Correggio’s painting at Parma lies simply and 
wholly in the additions (somewhat large ones,) of 
truth, and of tenderness; in the drawing being lovely 
as well as symmetrical—and representative of reali- 
ties as well as agreeably disposed, And truth, 
tenderness, and inventive application or disposition 
fio indeed the roots of ornament—not contrast, nor 


symmetry. ‘ 

Tt ought yet farther to be observed, that the 
nobler the materials, the less their symmetry ts en- 
durable. In the present case, the sonso of fitness 
and order, produced by tho xepetition of tho 
figures, neutralizes, in some degree, thei veck~ 
less, vulgarity; and is wholly, therefore, bene- 
ficent to them. But draw the figures betler, and 
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their repetition will become painful. You may harm- 
lessly balance a more geometxical form, and oppose 
one quatrefoil ov cusp by anothor oxactly like, 
it, But put two Apollo Bolvideres back to back, 
and you wil] uot think tho symmetry improves 
‘them. Whenever the materials of ornament are 
noble, they must be-various ; and vepetition of parts 
is either the sign of utterly bad, hopeless, and baso 
work; or of the intended degradation of tho paris 
in which such repetition is allowed, in order to foil 
others more noble, 

Such, then, are a fow of the great -principlos, by 
the enforcement of which you may hope to promote 
the success of the modern student of design 3 but ‘ 
yemember, none of these principles will be useful 
at all, unless you understand them to be, in one 
profound and storn sonse, useless.* 

That is to say, unless you focl that neither you 
nor I, noy any one, can, in tho great ullimate 
senso, torch anybody how to mako a gootl design. 

qf designing could bo taught, all tho world 


* T shell endeavour for the future to put my self-eonteadictluna 
in short sentences and dircdt terms, in ordor io snve ragactous 
* persons the troublo of Jooking for them, 
12 * 
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would leat; -a3°-all ‘the world reads—or- cal- - 
‘oulates: But: designing ‘is not to ‘be spelled, nov 
’ gimmmed. My men continually-come to me, in my 
dvawing class: in London, thinking I am to: tedch, 
them what is instantly to enable. them to ‘gain their 
bread. “ Please, six, show us how 'to design.” “Make 
designers of usi” --And you, I doubt-not, partly exX~ 
pect me to tell you to-night how ‘to niaka designers 
of, ‘your Bradford: youths, Alas! I- could’ as goon 
tell you: how to make ‘oy manufacture, ani ear of 
wheat; as to make a good ‘artist of any kindy) :T 
can “analyz6s'the wheat ‘very learnedly. for ' you 
tell you there is starch in it, and carbon; ahd -gilex, 
I can give you starch, and. chaveoal;. and: Aint ; 
but you ‘avo: as far “fron your ear: of whent “As 
“you were ‘before, :All:that ean possibly ..be done 
for miy ono who wants ‘eavs'/of wheat: is. to show 


' 


them whore to find grains of wheat, and how-to sow 
them, “and. then, ‘with patience, in Heaven's’ time, 
ho! caxs“swill: come—-or will porhaps come—prouind 
tos ‘and weather permitting. : So fir this matter of making 

» ‘aitistsfitst you must find your artist: inthe igiahy 5 
thet yon’ must ‘plant him; fence and woed the ficld 


. 
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about:htin and with. pationco, ground. and weathor 
‘permitting, ‘you may “got an artist: out-of him—~not 
otherwise; And what I. havo'to-speak to you about, 
to-night, is. mainly--the’, grownd: and. the weathor, 
it being. the, first: and..quite most, material question 
in this matter, Whether. thé: ground. and:weathor: of 
Bradford, or thé ground and weather of England 
in general,—suit wheats 00.0.6 0 oes 
~And obserye inthe. outset, it isnot so much 
what ‘the present. circumstances of England. aro). as 
. what wo wish to make them, ‘that we havo to cou- 
sider, . If you will tell me what, you. ultimately 
intend: Bradford to bo, porhaps T can toll you what 
‘Bradford can ultimately produce. But you must 
‘have,your minds clearly mado wp, and Vo distinct 
‘in telling: -mo-svhat.-you do'want, At prosint I 
dop’t:RKnow: what you ave aiming at, and ‘possibly 
on’ consideration: you. may: feel sone ‘doubt whother 
“you know -yourselvea,.As matters stand, all ovor 
England, os:.soor as one millis at work, ocenpying 
“two hundred hands, we try, by. amenns of sit, to 8ot 
mother mill Ab works; accupying: four. hundred, 
‘That is all simple: and comprehensible cnough—but 
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what is it to como to? How many mills do wo 
want? or do we indeed want uo ond of mills? 
Let us ontirely understand cach other on this’ poini 
before we go any farther, Last week, I drove from 
Rochdale to Bolton Abbey; quictly, in order to seo 
the country, and certainly it was well worth while. 
I never went over a more interesting twenty miles , 
than those between Rochdale and Burnley. Natu~ 
rally, the valley has beeu one of the most beautiful 
in the Laneashire hills; one ‘of the tha awny soli- 
tudes, full of old shepherd ways: of life. At this 
time there ave not,—I speak deliberately, and I be» 
Kieve quite literally,—thero are not, T think, move 
than a thousand yards of road to be traversed 
anywhero, without passing a fornace or mill. 
Now, is that tho kind of thing you want to coms 
to everywhore? Because, if it be, and you toll ne so 
distinctly, I think I can make several suggestions 
to-night, and could mako more if you give me time, 
which would materially advance your object: The 
extent of our operations at present is more or loss 
limited by the oxtent of coal and ironstone, but we 
have not yet learned to make proper use of our clay. 
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Over the groater part of England, soyth of the 
manufacturing districts, thero aro magnificent beds 
of various kinds of useful clay; and I believe thnt 
it would not be difficult to point out modes of 
employing it which might enablo us to tran nearly 
the whole of the south of England into a brick» 
field, aa we have alveady twned nenly the whole 
of the north into a coal-pit. I say “nearly” the 
whole, because, as you are doubtless aware, thore 
are considerable districts in the south composed of 
chalk, renowned up to the present time for their 
downs and mutton, But, I think, by examining 
carefully into the conceivable uses of chalk, we 
rhight discover a quite feasiblo probability of tum- 
ing all the chalk districts into a limokiln, as we 
tun the clay districts into a brickfield. 'Thore 
would thin xemain nothing but the mountain dise 
tricts to be dealt with; but, a8 wo have nob you 
ascertained all the uses of clay and chalk, still toss 
have we ascertained thoso of stone; and I think, 
by draining the useless infots of the Oumtberland, 
Wolsh, and Scotch Jakes, and turning thom, with 
theiv rivers, into naviguble reservoirs and canals, 


a 
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thore would be no} difficulty in working the whole of 
our mountain districts as a gigantic quarry of slate 
and. granite, from which all the rest of the world 
might be supplicd with roofing and building stone. 

Is this, then, what you want? You are going 
slvaight at it at present; and I have only to ask 
undor what limitations IT am 1o conceive or de- 
soribo your final success? Or shall there be no 
limitations? There axe none to your powers; every 
day puts new machinéry at your disposal, and in- 
exeases, with your capital, the: vastness of your 
undertakings, The changes in the stato of this 
country are now so rapid,, that it would be wholly 
absurd io endeavour to lay down Jaws of art educa- 
tion for it under its present, aspect and circumstances 3 
and therefore I must necessarily ask, how much of 
it do you seriously intend within the next Afty years 
to bo coal-pit, brickfield, or quarry? For the sake 


of distinctness of conclusion, I will suppose your | 


success absolute: that from shore to shore the wholo 
of the island is to be set as thick with chimneys as 
the masts stand in the docks of Liverpool: ‘that 
- thera shall be no meadows in it; no trees; no gar- 
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deus; only a little corn grown upon the honsctops, 
reaped and threshed by steam: that you do not 
leave even room for roads, but travel cither over 
the roofs of your mills, on viaducts's or under thoi 
floors, in tunnels;"that, the smoke having rendered 
the light of the sun unserviccable, you work always 
by the light of your -own gas: that no acre of 
English ground shall be without its shaft and its 
engine; and therefore, no spot of English ground 
left, on which it shall be possible to stand, without 
2 definite and calculable chance of being blown off 
it, at any moment, into small pieces, 

Under these circumstances, (if this is to ho the 
future of England,) no designing or any; othor 
development of beautiful art will be possible, Do 
not vex your minds, nor waste your money with any 
thotight or efforL in the malter, Boautiful art can 
only be produced by people who have benutifi 
things about them, and leisure to lovk at them ; 
and unloss you provide some clomonia of beauty lor 
your worlanen io be strrownded by, you will find, 
that no clement of beauty can bo invented by thom 

Iwas struck forcibly by the bearhtg of this grout 
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fact upon our modern offorts at ornamentation in 
an afternoon walk, last week, in the suburbs of one 
of our Jarge manufacturing towns. I was thinking 
of the difference in the effect upon the designer's 
mind, between the scene which I’ thon came upon, 
and the seene which would have presented itself to 
the eyes of any designer of the middle ages, when. 
he left his workshop. Just outside the town I camo 
upon an old English cottage, or mansion, I hardly 
know which to call it, set close under the hill, and 
beside the river, perhaps built somewhere in the 
Charles’s times, with mullioned windows and a low 
arched porch ; round which, in the little triangular 
garden,, one can imagine the family as they used to 
sit in old summer times, the ripple of the river 
heard faintly through the swoetbriar hedge, and the 
sheep on tho far-off wolds shining in the ovening 
sunlight. There, uninhabited for many and many a 
yea, it had beon Ieft in wnregarded havoc of ruin ; 
the garden-gate still swung loose 1o its latch; the 
garden, blighted utterly into a field of ashes, not ovan 
‘a weed taking root there; the roof torn into shape- 
less rents; thé shutters hanging about tho windows 


' 
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‘in rags of vatten wood; beforo ita gato, tho stream 
which had gladdencd it now soaking slowly by, 
black ag ebony; and thick with onrdling scum; the 
bank above it trodden into uncttious, sooty slimo: 
far in front of it, between it and tho old. hills, the 
furnaces of the city foaming forth perpetual plague 
of gulphurous darkness; the volumes of thoi storm. 
clouds coiling low over a waste of grassless fields, 
fenced from each other, not by hedges, but by 
slabs of square stone, like gravestones, riveted io- 
gether with iron. F 

That was your scene for the designer's contem- 
plation in his afternoon walk at Rochdale, Now 
fancy what was the scone which presented itself} in 
his afternoon-walk, to a designer of the Gothic school 
of Pist—Nino Pisano, or any of his mon. 

On oncli sido of bright river ho saw ziso a lino 
of brighter palaces, arched and pillared, and inlaid 
with deep ved porphyry, and with surpontine; slong 


tho quays before their gates wore viding tueops of 


knights, noble in faco and form, dazzling inv evest 
and shield ; horse and man ono labyrinth of quaint 
colour and gleaming light—the purple, und silvor, 


1 
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and scarlet firinges flowing over the strong limbs and 
clashing mail, like sea-waves over rocks at sunset, 
Opening on each side from the xiver were gar- 
dens, courts, and cloisters; long successions of 
white pillars among wreaths of vine; Icaping of 
fountains through buds of pomegranate and orange: 
and still along the gardon-paths, and under and 
through the crimson of the pomegranate shadows, 
moving slowly, groups of tho fairest women that 
Italy ever saw—fairest, because purest and thought- 
fullest; trained in’ all high knowledge, as in all 
courteous arf—in dance, in song, in sweet wil, in 
lofty learning, in lofticr courage, in loftiost love— 
able alike to choer, to enchant, or savo, the souls 
of men, Above all this sconery of perfect human 
life, rose dome and bell-tower, burning with white 
alabaster and gold: beyond dome and bell-tower 
the slopes of mighty hills, hoary with olives 
fr in the north, above a purple sea of peaks of 
solemn ,Apennine, the clear, sharp-cloven Carrara, 
mountains sont up their steadfast flamos of marble 
summit into amber sky; the groat sea itsolff scorch 
ing with oxpanso of light, stretching from their feot 
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to the Gorgonign isles; and over all these, over 
present, near or frr—scon through the leaves of vino, 
or imaged with all ils march of clouds in the Arno's 
stream, or set with its depth of blue close against tte 
golden hay and burning cheek of lady and knight, 
—that untroubled and sacred sky, which was to 
all men; in thoso'days of imocent faith, indecd 
the unquestioned abode of spirits, as tho earth 
was of men; and ‘hich opened straight through its 
gates of cloud and veils of dow into tho awfulness 
of the eternal world;—-a heayen in which every cloud 
that passed was litorally the chariot of au angel, and 
overy ray of its Evening and Morning streamed from 
the throne of God, 

What think you' of that for a school of design? 

I do not bring this contrast before you as a 
ground of hopelessness in ow task; neither de I 
look for any possiblo ronovation of tho Republic 
of Pisa, ab Bradford, in the nineteenth century ; but 
I put it befove you in order thal you may he aware 
precisely of the kind of diffeulty you have lo meol, 
and may then consider with yourselves how far 
you can meot it, To men srivonnded by the 
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depressing and monotonous circumstances of English 
manufacturing lifo, depend upon it, design is simply 
impossible, This is the most distinct of all tho 
experiences I have had in dealing with the modeyn 
workman. Te is intelligent and ingenious in tho 
highest. degrec—subtle in touch and keen in sight: 
but he is, generally speaking, wholly destitute of 
designing power, And if you want to give him, 
the power, you must give him tho materials, 
and put him in the’circumsiances for it, Design 
is not, the offspring of idle fancy: it- is tho 
studied xesylt of accumulative observation and 
delightful habit, Without observation and expe- 
rience, uo design—without poace and pleasurabloness 
in occupation, no design-~—and all’the lecturiuga, and. 
teachings, and prizes, and principles of art, in the 
world, ave of no use, so long as you don’t surrdund 
your men with happy influences and beautiful 
things, It is impossible for them to havo right 
ideas about colour, unless they see tho lovely 
colows of nature unspoiled; impossible for them 
to supply beautiful incident and action in their 
ornament, unless they see beautiful “incident and 
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action im tho world about them. Inform their 
minds, refine their habits, and you form and xe- 
fine their designs; bub keep thom illiterate, un~ 
comfortable, and in the midst of unbeautiful things, 
and whatever they do will still bo spurious, vulgar, 
and. valueless. 

I yvepeat, that I do not ask you nor wish you 
to build » new Pisa for thom. We don’t want 
either tho life or tho decorations of the thirteenth 
century back again; and tho cireumstances with 
which you must surround your workmen aro those 
simply of happy modern English life, becatso tho 
designs you have now to ask for from your 
workmen are such as will make modern English 
life beautiful All that gorpeousness of tho 
middle ages, boautiful as it sounds in dosoription, 
noble us in many respects it was in realily, bad, 
nevertheless, for foundation and for ond, nothing 
bul the pride of life—tho pride of tho so-valled 
superior classes; a pride which snpported still hy 
violonce and robbery, and ‘led in the end te the 
destruction both of the arts themselves and the 
States in ie they flourished, 
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The great lesson of history is, that all the fine 
aris hitherto—having been supported by the selfish 
power of tho noblesse, and never having extended 
their rmge to the comfort or the velicf of the 
mass of the people—tho arts, I say, thus practised, 
and thus matured, havo only accelerated the ruin 
of the States they adorned; and at tho momont 
when, in any kingdom, you point to the triumphs 
of its greatos) artists, you point also to the deter- 
mined hour of the Ikingdom’s decline, The names 
of great painters aye like passing bells: in tho 
name of Velasquez, you hear sounded the fall of 
Spain; in the namo of Titian, that of Votidos 
in the name of Leopardo, that of Milan; in the 
name of Raphacl, that of Rome, And there is 
profound justice in this; for in proportion to the 
nobleness of the powor is the guilt of its uso fox 
purposes vain or vile; and, hitherto the greater 
the art, the more surely has it beon used, and 
used solely, for tho decoration of prido,* or the 
provoking of sensuality. Another course Hos open 


* Whether religoug or profane pride,—chapel—dr danqueting 
room,—is no matter, 
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to ws. Wo may abandon thg hope~or if you 
Jike the ‘words betior—weo may disdain tho 
temptation, of the pomp and graco of Italy in 
her youth, Tor us there can bo no moro 
the throne of marble—for us no moro the vault 
of gold—but for us ithoro is tho loftior and 
lovelicy privilege of bringing the power and 
charm of art within the reach of the humblo and 
the poor ; and as the magnificence of past ages 
failed by its narrowness and its pride, ows may 
prevail and continue, by its universality and its 
lowliness. * 

And thus, between tho pictiwe of too laborious 
England, which we imagined as futuro, and the 
picture of too luxurious Maly, which wo reomombor 
in the past, there nay oxist—ihero will oxist, if 
we do our duty—an intermediate condition, noithor 
oppressed. by Jabour nor wasted in vanily-—the con- 
dition of » peacofwl and thoughiful temperance in! 
aims, and acts, and arts, 

We are about to onter upon a porlod of our 
world’s history in which domestic life, aided by 
the arts of peaco, will slowly, but at last entirely, 

K 
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suporséde public life and the avis of war. Jor 
our own England, she will not, I  boliove, ba 
blasted throughout with firnaces; nor will sha 
he encumbeved with palaces. I trust she will keop 
hor green fields, hor cottages, and her homes of 
middle life; bat these ought to be, and I inust 
will be onriched with o usoful, truthful, substan~ 
tal form. of art. We want now no more feasts of 
the gods, nor martyrdoms of sainia; we have no 
need of sensuality, no: place for superstition, or for 
costly insolence. ‘et us have leamed and. faithful 
historical painting—touching and thoughtful’ repye- 
sontations of human nature, in dramatic painting 5 
poctical and familiar: vondexings of natural objects 
and of landscape; and rational, deeply-felt vealizay 
tions of the events which ava the subjects of our 
religious faith, And let: thess things we want, 
as far as possible, bo scattered abyond and mado 
‘accessible, to all men, 

So also, in manufacture: ‘wo require worl sith. 
stantial vathor than rich in make; and refined, 


vather than splendid in design, Yow stufis' 


need; not be such as would catch: the eyo of 


a 
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a, duchess ; but they should bo such as may at 
one serve the need, and refino tho taste, of a 
eottager. The provailing crrox in Nnglish dross, 
especially among the lower odors, is a tendency 
to fimsiness and gandiness,,.anising mainly from 
the awkward imitation, of theix superiors* Tt 
should be one of the first objects of all manufhe~ 
turers to produce stuffs not only’ beautiful and 
qpaint in design, but also adapted for evory-day 
service, and decorous in humble and secluded life, 


* Tf their superiors would give them simplioity and cconomy tu 
imutate, 1t would, in the issue, be well for thomselves, ag well ws 
for those whom they guide, Lhe typhoid fever of passion fot 
dvess, and all other display, which has atiuek the uppor classed of 
Turope at this tame, is ono of tho most dwuuigerous political 
elements we have to deal with. Its wickedness I have shown 
aleewhere (Polit. Economy of Art, p. 62, e¢ sey); but its wicked~ 
ness is, in the minds of moat poisons, a matter of no importance, 
T wish T had thne also to show thom its danger. I cannot enton 
here into political investigation; but this is a autain thot, that 
the wasteful and vai expenses at presont indulged in by the 
uppor classes aie hastening the advance of ispublicwism morg 
than any other cloment of modern change, No agitators, no 
clubs, no opidemical arora, ever were, or will be, fal to sorlal 
order in any nation, Nothing but tho guill of the npper clasaca, 
wanton, accumulated, reckless, and morellesy, ever overthioss 
them, Of such guilt they have now niuch to answer tor~lot 
them look to it im tine, 


Ka 
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And you must yemombor always that your busi- 
ness, as*manufacturers, is to form the market, as 
mitch as to supply it, If, in shortsighted and rock. 
less eagerness for wealth, you catch at every hu- 
mow of the populace as it shapes itsclf into 
momentary demand —if, in jealous rivalry with 
neighbouring States, or with other producers, you 
try to attract attention by singularities, novelties, 
and gaudinosses—-to make every design an ad- 
vyertisement, and pilfer every idea of n success- 
ful neighbour’s, that you may insidiously imitate 
it, or pompoasly eclipse—no good design will ever 
he possible to you, or perceived by you. You way, 
by accident, snatch the market; ov, by onorgy, 
command it; you may obtain the confidence of 
the public, and cause the ruin of opponent 
houses; or you may, with equal justice of fortune, 
he ruined by them. But whatever happens to you, 
this, at least, is corlain, that the whole of your life 
will have been spent in corrupting public taste and 
cncouraging public extravagance. yory preforence 
you have won by gaudiness must have been based 
‘on the purchaser’s vanity; every demand you 
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have created by novelty has fostered in tho con- 
sumor a habit of discontent; and when you retire 
Into inactive life, yon may, as a subject of conso- 
lation for your declining yours, xeflect that pro- 
cisely according to the oxtont of your pnal 
operations, your life has been successful in vetard- 
ing the avis, tarnishing tho virtuos, and confusing . 
the manners of your country. 

Buf, on the other hand, if you yesolva from tho 
fivst that, so far as you can ascertain or discorn 
what is best, you will produce what is best, on an 
intelligent consideration of the probahle tendencies 
and possible tastes of the people whom you supply, 
you may literally become ‘more influential for all 
lkinds of good than many lecturors on axl, or many 
treatise-wviters on morality. Considering tho ma- 
tovials doalt with, and the crudo state of art know- 
ledge at the time, I do nol know that any more 
“wide ox offective influonce in public laste was evor 
exercised than that of the Staffordshire manu- 
facinro of pottery under ‘William Wedgwood 
and it only vesls with the menufetuver in ovary 
other business 10 detormino whether he will, in 
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like manner, meko his wares educational instre- 
ments, ‘or more drugs of ‘tho markel. You all 
should be, in a certain sense, authors: you must, 
indeed, first catch the public oye, as an author 
must the public car; but-once gain your audicnce, 
or observance, and as it is in the writer's power 
thenceforward to publish what will educate as it 
amuses—so it is in yours to publish what will 
odueato as it adorns. Nor is this surely a sub- 
ject of poor ambition. I hear it said continually 
that:men avo too ambitious: alas! to mo, it scems 
they ave never anough ‘ambitions. How many 
are ‘contertt to be ‘merely the thriving merchants 
of a state, when they might bo its guides, coun- 
sellovs, and rulers—wiellling powers of subtle ‘but 
pigantic benoficence, in restraining its-follies while 
they supplied its wants, Let such duty, such am- 
‘bitton, bo once accepted in their fulnoss, and the best 
glory of European ‘art and of Huropoan manufie- 
ture may yet be to come. The paintings of Raphacl 
and of Buonaroti gave force to tho falschoods of 
superstition, and majesty to the imaginations of sin ; 
but the arts of ngland may have, for their’ task, to 
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inform the sonl with trnth, and touch the heart 
with compassion, The slocl of Toledo and the 
silk of Genoa did but give strongth to opprossion 
and Justro to pride: Jet it be for tho furnace anil 
for the loom of England, aa thoy havo already 
richly carned, still more abundantly to bestow, 
comfort on the indigant, civilization on the rude, 
and to dispense, through the peaceful homes of 
nations, the grace and the preciousness of simple 
adornment, and usoful possession, 
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LECTURE IV, 
INFLUENCE OF IMAGINATION IN ARCIITUCTURE, 


AN ADDRESS 
ry 


Delwered to the Bembers of the Architecfural Association, in Lyan’s 
Inn Hall, 1857, 
Ir we were to bo asked abruptly, and required to 
answer briefly, what qualities chiefly distinguish 
groat artists from feoble artists, we should answer, 
T suppose, first, their sensibility and tenderness ; 
secondly, their imagination; and thirdly, their in- 
dustry. Some of us might, perhaps, doubt the 
justico of attaching so much importance to this last 
character, because wo have all known clevor men 
who wero indolent, and dull men who were indus- 
trious. But though you may have Imown ¢lover 
men who were indolent, you never know a great 


maf who was so; and, during such investigation as 


LEO. 1¥.] IN ARCHITECTURE. . 137 


I have been able to’ give to the lives of tho avtisty 
whose works ave in all points noblest, no frat ever 
looms s0 large upon me—no law remains so stead- 
fast in the universality of its application, as the fret 
and Jaw that they are all great workers: nothing 
concerning them is matter of move astonishment 
than the quantity they have accomplished in the 
given length of their life; and whon I hear a 
young man spoken of, as giving promise of high 
genius, tho first question I ask about him is always— 

Does he work ? 

But though this quality of industay is cssential 
to an artist, it docs.not in anywise make an artist; 
many people aro busy, whose doings are little worth. 
Neither does sensibility make an artist; sinco, as I 
hope, many can feel both strongly and nobly, who 
yet caro nothing about art, But the gifts which dis- 
tinctively mark the artist—withoué which he must 
be feeble in life, forgotton in death — with which 
he may become one of tho shakers of the oarth, ad 
ona of the signal lights in heayen—aro tho of aym= 
pathy and imagination, I will nob oceupy your time, 
nor incur the risk of your dissent, by endeavonring 
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to give any close definition of this last word, We 
‘all have a general avd sufficiont idea of imagina~ 
tion, and of its work with our hands snd in our 
hearts: we understand il, I suppose, as the imaging 
or picturing of new things in our thoughts; and 
wo always show an involuntary respect for this 
powor, whorever wo can recognize it, acknowladg- 
ing it to be a greater powor than manipulation, or 
calculation, or observation, or any other human 
faculty. If we see an old woman spinning iat the 
fireside, and distributing hor thread- doxterously 
‘from. the distaff, we respeat hor for hoy manipula- 
tion—if we ask hor how much she,expects to make 
in a year, and she answors quickly, we respect her 
for her caleulation+-if she is watching at the same 
time that none of her grandchildion fall into the 
fire, ve respact her for her: observation—yot for 
all this she may still be n commonplace old woman, 
enough, But if she is ‘all the timo telling hor 
grandchildren a fainy talo out of her head, we praise 
her for her imagination, and say, she must he i 
:vather remarkable old swoman, ‘ 

» ‘ Previsély in like mannor, if an architect dobs his 
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working-dawing well, we praise him foy his mani~ 
pulation—if ho keeps closely within his contract, 
»ve praise him for his honest avithmolic—if he looks 
rwell to the Iaying of his beams, so that nobody 
shall drop through the floor, wo praise him for his 
‘obsexvation, But ihe must, somehow, tell us a fedry 
tale out of his head beside :all this, elso ive cannot 
praise him ifor his imagination, nor speak of him 
as we did of the old woman, as being in any wiso 
‘out of the common way, a rather remarkable archi- 
tect, It seemed to me, thercfore, as if i¢ might 
intevest you to-night, if we were to consider together 
what fairy tales are, in and by nrchitecture, to bo 
told—what there is for you to do im this sevore 
art: of yours “ont of your lends,” as woll as by 
your hands, 

Perhaps the first-idea which'a young architeot is 
apt to ‘be allured by, as a hend-problem in these 
oxperiinental ‘lays, is ils being incumbent npon him 
1o invent a “now style” worthy of modern civili- 
zation in genoval, and of Dngland in partieudar ; a 
atyle-worthy of our engines ‘and tologuaphs $05 ON* 
pansive as steam, and as sparkling us gloctricity. 
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But, if there avo any of my hearers who have 
beon impressed with this sense of inventive duty, 
may I ask them, first, whether their plan is that 
every inventive architect among us.shall invent a 
new style for himself, and have a county set aside 
for his conceptions, or a province for his practice ? 
Or, must overy architect invent a little pieco of 
the now stylo, and all put it togethor at last like a 
dissected map? And if so, when the new style is 
invented, what is to be dono next? I will grant 
you this Ejdorado of imagination — but can you 
have more than one Columbus? Or, if you sail in 
company, and divide the prizo of your discovery 
and the honour thereof, who is to come after you 
clustered. Columbuses? to what fortunate islands of 
Stylo ore your architectural descendants to sail, 
avaricious of new lands, When our desired stylo 
is invented, will not the best wo can all do bo 
simply—to build in it?—and cannot you now do 
that in styles that ave known? Observe, I grant, 
_ fev the sako of your argument, what porhaps many 
of you know that I would not grant othorwise—that 
4 new style can he invented. I grant you not only 
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this, ‘but that it shall bo wholly differont from any 
that was ever practisod before. We will suppose that 
éapitals are to be at the bottom of pillars instead 
of tho top; and that buttresses shall be on tho 
tops of pinnacles instead of at the bottom; that 
go voof your apertures with stones whielt. sholl 
neither be arched nor horizontal; and that you com- 
pose your decoration of lines which shall neither 
be crooked nor straight. Tho furnace and the forge 
shall be at your service: you shall draw out your 
plates of glass and beat out your kars of iron 
till yon havo encompassed us all,—if your style is 
of the practical kind,—with endless porspective of 
black skeloton and blinding square,—or if your style 
is to be of the ideal kind,—~you shall wreath your 
streats with ductilo leafage, and roof them with 
variegated, exystel—you shall put, if you will, all 
London under ono blazing dome of many colours 
that shall light’ the clouds round it with its flash 
ing, as fir ag to thé sea, And still, I ask you, 
What aficr this? Do you suppose those imagina- 
“tions of yours will over lic down there asleep be- 
neath the shade of your iron loufage, ox within tho 
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coloured light of your enchanted dome? Not wo. 

Those souls, and fancies, and ambitions of yours, 

are wholly infinite; and, whatever may ho done by: 
; others, you will still want to do something for:your- 

selves; if you cannot rost contont. with Palladio, 
neither will you with Paxton: all the» motal and, 
glass that over wera melted have not so much 

weight in them as ‘will clog ihe wings of ono humaw 
spirit’s aspivation. 

If you will thinks over: this quiatly by yourselves; 
and can get the noise out‘of. your ears ‘of the peve 
petual, empty, idle, incomparably idiotic talk about: 
the necossity of some novelty in avchitecture, you 
will soon see that the very essence ofa Styld, 
properly so called,, is: that. it should. be practised 
for ages, and applied to all purposes; and that so 
long as any given stylé is in “practice, all that 
is left for individual imagination to sccomplisli 
must be within the scope of that style, not in 
the irvention of a new one: If there are any 
hexo, therefore, who hope to obtain celebrity -by 
tha invention of somo strange way of building 
which must convince:all Europe into. its ndoptiony 
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to them, for the moment, T must not, be undovstood 
to addreas myself, but only 10 thoso wha woult bo 
content, with that degyeo. af celebrity which an 
artist may enjoy who works- in: the manner of his 
forefathers ;—which the builder of Svlishary Cathe- 
dral might enjoy in. England,, though he did not 
invont Gothic; and which Titian might enjoy. at 
Venice, though he did not invent oil painting, 
Addxessing myself then to those humblex, but wiser, 
or rather, only wise students who are content to 
avail themselves of some system of building alroady 
understood, let us consider together what room for 
the exercise of the imagination may be. left, to. us 
under snch conditions And, first, I suppose it will. 
be said, ov thought, that the architect’s principal 
figld. foy exercise of his invention must be in tha * 
disposition of lines, mouldings, and masses, in agrao~ 
able proportions. Indeed, if you adapt some styles 
of axchiteoiura, you cannof exercise invention in any 
other way, And I admit. that it requires genius 
and special gift to do this: xighlly, Not" by rule, 
nor by study, can the gift of graceful proportionate 
design he obtained; only by the intuition of geutus 
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ean so much as a single tier of fagade bo beauti- 
fully arranged; and the mah has just causo for 
pride, as far as owt gifts can ovor be a cause for 
pride, who finds himself able, in a design of his 
own, to rival oven tho simplest arrangemont of 
parts in one by Sanmicheli, Inigo Jones, or Chris~ 
topher Wren. 

Invention, then, and genius being granted, as 
necessary to accomplish this, let mo ask you, What, 
after all, with this special gifl and genius, you 
have accomplished, when you have arranged the 
lines of a huilding beautifully ? 

Tn the first placo you will not, I think, toll 
me that the beauty there attained is of a touching 


or pathetic kind, A woll-digposed group of notes 
in music will make you sometimes weep and some- 
times laugh, You can express the depth of all 
affections by those dispositions of sound; you can 
give courage to tho soldier, lamguago to the lover, 
‘consolation 19 tho mourner, moro joy to the Joy- 
ful, more humility to the devout, Can you do ns 
niuch by your group of lincs? Do you suppose 
the front of Whitehall, a singularly beautiful ono, 
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ever inspires the to Torse Guards, during the hour 
they sit opposite to it, with military ardour? Do you 
think that the lovers in our London walk down to 
the front of Whitehall for consolation when mis- 
tresses are unkind; or that any person wavering 
in duty, or feeble in faith, was ever confirmed in 
purpose or in creed by the pathetic appeal of those 
harmonious architrayes? You will not say so, Then, 
if they cannot touch, or inspire, or comfort any ono, 
can your architectural proportions amuso any ono? 
Christmas is jast over; you have doubtless been 
at many merry parties during tho perio. Can you 
yemomber any in which architectural proportions 
coutributed to the entertainment of the ovening ?, 
Proportions of notes in music wore, I am sure, 
essential to your amusement; tho setting of flowers 
in haix, and of ribands on dresses, were also sub~ 
jects of frequoné admiration with you, not tnessential 
to your happiness. Among the juvenile mombors 
of your socicty the proportion of currants in cake, 
and of sugax in comfils, became subjects af’ aeute 
interest; and, when such proportions wore har- 
monious, motives also of gratitude to cook and 
L 
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to confectioner. But, did you ever see vither 
young or old amused by the architrave of the door? 
Oy otherwise interesied in tho proportions of the 
yoom than as they admitied more or fewer friendly 
faces? Nay, if all the amusement that there is in 
tho best proportioned architecture of London could 
be concentrated into one eyoning, and you were 
to issuo tickets for nothing to this great propor- 
tional entortainment;—how do you think it would 
stand between you and the Drury pantomime? 

You aro, then, remember, granted to be people 
of genius—grent and admirable; and you devote 
your lives to your art, but you admit that yon 
cannot comfort anybody, you cannot encourage any~ 
body, you cannot improve anyhody, and you can- 
not amuse anybody, I proceod then farther to ask, 
Onn you inform anybody? Mauy sciences cannot 
bo considored ag highly touching or emotional; nay, 
perhaps not specially amusing; scientific mon may 
sometimes, in these respects, stand on tho same 
ground with you. As far as we can judge by the 
yesults of the Jato war, scienco helps our soldiers 
about as much as the front of Whitehall; and af 
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the Christmas patios, the children wanted no goo- 
logists to tell them about the behaviour of bears 
and dragons in Queen Elizabeth's time, Still, your 
man of science teaches you something; ho may be 
dull at a pavty, or helpless in a battle, he is not 
always that; but he can givo you, at all cvents, 
knowledge of noble facts, aud open to you the secrets 
of the carth and air, Will your architectural pro- 
portions do as much? Your genius is granted, and 
your life is given, and what do you toach us P— 
Nothing, I believe, from one end of that life to the 
other, but that two and tio make fowr, and that 
one is to two a3 throv is to six. ' 

You cannot, theu, it is admitted, comfort any 
one, servo or amuse any one, nor teach any one 
Finally, Task, Can you be of Use to any one? * Yos,” 
youreply; “eortuinly we are of some use—avo archi- 
tects—in «a climate like this, whero it always seins,” 
You are of use, certainly; but, pardon mo, only 
as buildors—~not as proportionalisis. Wo are not 
talking of building as a protection, but only of thut 
special work which yowr genius is to do; not of 
building substantial and comfortable houses like 

Tr 2 
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Mr. Cubitt, but of putting beautiful fagades on them 
like Inigo Jones, And, again, I ask—Are you of 
use to any one? Will your proportions of fagado 
heal the sick, or clothe the naked? Supposing you 
devoted your lives to be merchants, you might reflect 
at the close of them, how many, fainting for want, 
you had Inonght corn to sustain; how many, in- 
fected with disease, you had brought balms to heal; 
how widely, among multitudes of fax-away nations, 
you had scattered the first seeds of national power, 
and guided the first rays of sacred light. IIad you 
been, in fines anything else in the world bué archi- 
tectural designers, you might have been of some use 
or good to people. Content to be petty tradesmen, 
you would havo saved the time of mankind ;— 
rough-handed daily labourers, you would have added. 
to their stock of food or of clothing. But, being 
men of gonius, and dovoting your lives to tho ex- 
quisite exposition of this genius, on what achiove- 
ments do you think tho memories of your old ago 
are to fasten? Whoso gratitude will surround you 
with its glow, or on what accomplished good, of 
that greatest kind for which men show no grati~ 
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tude, will your life rest the contentment of its 
close? Truly, I fear thet tho ghosts of popor- 
tionate lines will be thin phantoms at your bed- 
sides—vory speechless to you; and that on all the 
emanations of your high genius you will look back 
with less delight than you might have done on 4 
cup of cold water givon to him who was thirsty, 
or to a single moment when you had * provonted 
with your bread him that fled.” 

Do not answer, nor think to answer, that with 
your great works and great payments of workmen 
in them, you would do this; I know you would, 
and will, as Builders; but, I repeat, it is not your 
building that I am talking about, but your brains; 
it is your invention snd imagination of whoso profit 
Tam speaking. The good done through tho build. 
ing, observe, is dono by your employers, not by 
you—you share in the benolit of it, ‘Tho good 
that you personally must do is by your designing; 
and I compare you with musicians who do good by 
their pathotic composing, not as thoy, do good by 
employing fiddleys in the orchestya; for it is the 
public who in reality do that, not the musicians, So 
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cloarly keeping to this one question, what good we 
architects are to do by our genius; and having 
found that on our proportionate system we can do no 
good to others, will you tell me, lastly, what good 
we can do to ourselves ? 

Observo, nearly every other liberal art or pro- 
fession has somo intenso pleasure connected with it, 
ivrespectivo of any good to others, As lawyers, or 
physicians, or cler'gymon, you would haye the plea 
suro of investigation, and of historical reading, as 
part of your work: as men of scienco you would 
be rejoicing in curiosity perpetually gratified re- 
specting tho Inws and facts of nature: as artists 
you would havo delight in watching the oxtornal 
forms of nature: as day Idbourers or petty trades- 
men, supposing you to undertake such work with 
as much intellect as you aro going 10 devote to 
your designing, you would find continued subjects 
of intoresl in the manufacture or tho agriculture 
which you helped io improve ; or in the problems of * 
commerce which hore on"your business. But your 
‘avchitectuval designing Icads you into no pleasant 
jowmeys,—into no secing of lovely things,—no dis- 
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corning of just laws,—no warmths of compassion, no 
hnuilities of venoration, no progressive stute of sight 
or soul, Que conclusion is—must bo—that you will 
not amuse, nor inform, nor holp anybody; you will 
not amuse, nor bettor, nor inform yourselves; you 
will sink into a state in which you can neither show,: 
nor feel, nor sec, anything, but that ono is to bvo 
as three is to six. And in that state what should 
we call ourselves? Men? I think not. ‘Tho right 
name for us would ‘be—numorators and denomi- 
nators, Vulgar Fractions. 7 

Shall wo, then, abandon this theory of ihe soul 
of architecture being in proportional lines, and look 
whether woe can find anything better to exert our 
fancies upou ? 

May wo nof, to begin with, accept this grout 
puinciple—thet, as our bodies, to be in health, must 
be generally oxercised, so our minds, to bo in health, 
must bo generally cultivated? You would not call 
a man haalthy who had strong arms Dub was para- 
lytic in his fot; nor ona who coukt walk well, but 
had no uso of his hands; nor ono who could sea well, 
if he could not hear, You would not voluntarily 
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voduee your bodies to amy such partially dovcloped 
state. Much more, thon, you would not, if you 
could help it, reduco your minds to it, Now, your 
minds are endowed with a vast number of gifts of 
totally different uscs—limbs of mind as il wore, 
which, if you don’t crercise, you cripple. One is 
curiosity ; that is a gift, a capacity of pleasure in 
knowing; which if you destroy, you make yourselves 
cold and dull, Another is sympathy; the power of 
sharing in the feclings of living creatures, which if 
you destroy, you make yourselves hard and cruel. 
Another of your limbs of mid is admiration; the 
power of enjoying beauty or ingonuily, which if you 
destroy, you make yourselves baso and irrovercnt, 
Another is wit; or the power of playing with the 
‘lights on the many side’ of truth; which if you 
destroy, you mako yourselves gloomy, and less 
useful and ‘cheering to ofhors than you might be. 
So that in choosing your way of work it should 
bo your aim, as far as possible, to bring out all 
these fnoultios, as far as they oxist in you; not 
one merely, nor another, but all of them. And 
the way to bring them out, is simply to concer, 


Loon. 1¥.] IN ARCILTECTURE, 163 
yourselves attentively with the subjects of cach 
faculty. To cultivate sympathy you must bo among 
living creatures, and thinking about them; and to 
cultivate admiration, you must be among boautiful 
things and looking at them, 

All this sounds much like truism, at least I hope 
it does, for then you will ‘surely not xofuse to act 
upon it; and to consider farther, how, as architects, 
you are to keep yourselves in contemplation of living 
creatures and lovely things. 

You all probably know the beautiful photo- 
graphs which have been published within tho last 
year or two of the porches of tho Cathedral of 
Amiens, I hold ono of these up 10 you, (merely 
that you may know what I am talking about, as 
of couse you cannot sco the detail at this dis- 
tance, but you will recognise the subject.) ITavo 
you cyer considered how much sympathy, and 
how much ‘humour, are developed in filling this 
singlo doorway * with theso sculptures of the his~ 
tory of St, Tlonoré (and, by tho way, considering 


* The tympanum of tho south irangep! door ; i is to be found 
generally among all collections of axohitectural photographs, 
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how often we English are now driving up and down 
the Rue St. Tfonord, we may as well know as mach 
of the snint as the old architect cared to tell us), 
You know, in all legends of snints who over were 
Dishops, the first thing you aro told of them is 
that they didn’t want to bo bishops. So hero is 
St, [fonoré, who doesn’t want to be a bishop, sit- 
ting sulkily in the corner; ho hugs his book with 
hoth hands, and won't gat wp to tako his crosier ; 
and here are all tho city aldermen of Amiens 
coms to poke him up; and all tho monks in the 
town in a,great puzzle what they shall do for a 
bishop if St. TLonord won't he; and hore’s one of 
the monks in the opposite corner who is quite cool 
about it, and thinks thoy’ll get on well enough with- 
out St. Tfonoré,—you seo that in his fuco perfectly, 
At last St. Honoré consents to he bishop, and here 
ho sits in @ throne, and has his book how grandly 
on a desk instead of his knees, and ho directs one 
of his village curates how to find volics in a waod 5 
here is the wood, and hore is the villago curate, 
and hore aro the tombs, with tho bones of SL, Vic- 
torien and Genticn in.them. 
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After this, St Honoré performs grand mass, and 
the miracle occurs of the apperance of «hand bless 
ing tho wafer, which ocourrence afterwards was 
painted for the arms of the abbey. Then St, Tonard 
dies; and here is his tomb with his ‘statue on tho 
top3 and miracles are being performed at it—n doaf 
man ‘haying his ear touched, and a blind man groping 
his way up to the tomb with his dog. Then hero 
is a great procession in honour of the relies of 
St, Honoré; and under his coffin aro somo cripples 
heing healed ; and the coffin itself is put above the 
bar which separates the cross from the lower sub- 
jects, because the tradition is that the figure on 
the erucifix of the Ohurch of St. Firmin bowed 
its hend in token of acceptance, as the rolios of 
St. Honoré passed beneath. 

Now just consider the amount of sympathy with 
hhinnan nature, and observance of it, shown in this 
one bas-relicl’; the sympathy with disputing monks, 
with puzzled aldermen, with melancholy recluse, 
with triumphant preluio, with palsy-stricken poverty, 
rwith ecclesiastical magnificence, or mixacle-working 


faith, Consider how much intollact was needed in 
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the archiice!, and how much observance of nature, 
before he could givo the expression to these various 
figuros—cast theso multitudinous draperies—design 
these rich. and quaint fragments of tombs and altars 
—weaye with perfect animation the entangled 
branches of the forest, 

But you will answor me, all this is not archi- 
tecture at all—il is sculpture. Will you then tell 
me precisely where the separation exists between 
one and the other? We will begin at the very 
begining. I will show you a piece of what you 
will certainly admit to be a piece of pure archi- 
tecture ;* "it is drawn on tho back of another pho- 
togvaph, another of theso marvellous tympana from 
Notre Damo, which you call, I suppose, impure, 
Well, look on this picture, and on this. Don’t 
laugh; you must not Jaugh, that’s very improper of 
you, this is classical architecture. I have taken it 
out of the essay on that subject in the “ Eneyclo- 
péedia Britannica,” 

Yet I supposo nono of you would think your- 
solves particularly ingenious architects if you had 


* See Appendix ILL, “ Classical Archilecture,” 
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designed nothing more than this; nay, I will even 
“Jet you improve it into any grand proportion you 
choose, and add to it as many windows as you 
choose; tho only thing I insist upon in gur spect 
men of pure architecture is, that thero shall he 
no mouldings nor ornaments upon it, And I sne- 
pect you don’t quite like your archifecturo so 
“pure” as this, Wo want a few mouldings, you 
will say—just a few. Those who want mouldings, 
hold up theiy hands. We ave unanimous, T think. 
Will you, then, design the profiles of these mould- 
ings yourselyes, or will you copy then? If you 
wish to copy them, and to copy them always, 
of course I leave you at once to your anthoritics, 
and your imaginations to their repose, But it 
you wish to design them yourselves, how do you 
do it? Yon draw the profilo according ta your 
taste, and you ordor your mason to cul it, Now, 
will you tell me tho logical difference helween 
drawing the profile of a moulding and giving that 
to be out, and drawing the folds of tho drapery of a 
statue and: giving those to be cule Tho last is much 
more difficult to do than the first; but degrees of 
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difficulty constitute no specific difference, and you 
will not accept it, surely, as a definition of tho dif. 
ference between architecture and seulpture, that 
“erchitectie is doing uything that ix oasy, and 
sculpture anything that is difficult.” 

It is true, also, that the carved moulding xepre- 
sents nothing, and the carved drapery ropresenis 
something; but you will not, £ should think, ac- 
copt, as an explanation of ‘the difference between 
architecture and sculpture, this any more thon. the 
other, that “soulpture is art which has meaning, 
and architecture art which’ has none.” 

Where, then, is your differonca? In this, por~ 

“haps, you will say; that whatever ornaments we 
can direct ourselvus, and got accurately cut to 
order, we considey architectural. The ornamonts 
that wo are obliged to leave to the pleasure of 
the workman, or the superintendence of some other 
designer, we consider sculptural, especially if thoy: 
ayo moxe or less extrancous and incrusted—not an 
essential part of tho building. 

Accepting this definition, I am conlpelled to 
reply; that it is in effect nothing moro than an ampli- 
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fication of my first onc—that whatever is easy you 
call architecture, whatever is difficult you call seulp- 
ture. For you cannot suppose the arrangement of 
tho placo in which the sculpture is to be put is so 
difficult or so great a part of the design as the sculp- 
ture itself for instance: you all know the pulpit 
of Niccolo Pisana, in the baptistry ai Pisa. It is 
composed of seven xich relievi, surrounded by 
panel mouldings, and sustained on marble shafts. 
Do you suppose Niccolo Pisano’s reputation—such 
part of it at least as rests on this pulpit (and much 
does)—depands on the panel mouldings, or on the 
relievi? The panel mouldings are by his hand; 
He would havo disdained to leave oven them lo a 
common workman ; but do,you think he found any 
difficulty in them, or thought thore was any erodit 
in them. Having once done the sculpture, those 
enclosing lines wore mero child's play to him; tho 
determination of the diameter of shafts and height 
af capitals was an affair of minutes; his work was in 
carving the Crucifixion and the Baptism, . 
Or, again, do you recollect Orcagna’s tabernacle in 
the church of San Michele, at Floronce? That, also, 
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consists of rich and multitudinous bas-reliefs, en~ 
closed in panel mouldings, with shafts of mosaic, and 
foliated arches sustaining the canopy, Do you think 
Oxeagna, any more than Pisano, if his spirit could 
ise in the midst of us at this momont, would tell us 
that he had trusted his fame to tho foliation, or had 
put his soul’s pride into the panolling? Not so; ho 
would tell you that his spirit was in the stooping 
figures that stand round the couch of the dying 
Virgin. 

Or, lastly, do you think the man who designed 
the procession on the portal of Amiens was the 
subordinate workman? that there was an architect 
over him, restraining him within certain limits, and 
ordering of him his bishops at so much a mitre, 
and his cripples at so much a crutch? Not s0. 
Here, on this sculptured shield, rests the Master's 
hand; ws is the centre of the Master's thought; 
from this, and in subordination to this, waved the 
aych and sprang the pinnacle. IZaving done this, 
and being able to give human expression and action 
to the stone, all the rest—the rib, the niche, the 
foil, the shaft—were mere toys to his hand and 
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accessories to his conception; and if once you also 
gain the gift of doing this, if once you can carve 
one fronton such as you have here, I tell you, you 
would be able—so far as it depended on your 
invention—to scatter cathedrals over’ England as 
fast as clouds vise from its streams after summer 
rain, 

Nay, but porhaps you answer again, our sculptors 
at present do nét design cathedrals, and could not. 
No, they could not; but that is merely becauso we 
have made architecture so dull that they cannot 
take any interest in it, and, therefore, do not care 
to add to their higher knowledge tho poor and 
common knowledge of principles of building. You 
have thug separated building from sculpture, and 
you havo taken away the powor of both; for the 
sculptor loses nearly as much by never having 
room for the developmont of a continuous work, 
aa you do from having reduced your work to a 
continuity of mechanism. ‘You are essentially,.and 
should always be, the same body of mon, admitting 
only such difference in operation as thoro is between 
the work of a painter at different times, who some~ 
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times labours on a, small picture, and sometimes on 
the frescoes of a palace gallery. 

This conclusion, then, we arrive at, must arrive 
at; the fact being irrevocably so:—that in order 
to give your imagination and the other powers of 
your souls full play, you must do as all the greal 
architects of old time did—you must yourselves he’ 
your sculptors. Phidias, Michacl Angelo, Orcagna, 
Pisano, Giotto,—which of these mon, do you think, 
could not use his chisel? You say, “It is difficult; 
quite out of your way.” I know if is; nothing 
that is great is easy; and nothing that is great, 
so long as you study building without sculpture, 
can be in your way. I want to put it in your way, 
and you to find your way to it, But, on the other 
hand, do not shrink from the task as if the rofined 
art of perfect sculpture wore always required from 
you. For, though architecture and sculpture are 
not separate arts, there is an architectural manner 
of sculpture; and it is, in the majority of its appli- 
entions, a comparatively easy one. Our great mis- 
take at present, in dealing with stone at all, is 
requiring t0. have all our work too refined; it is 
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just the same mistake as if we were to require 
all ow: book illustrations to be as fine work as 
Raphacl’s. John Leech docs not sketch so well as 
Leonardo da Vinci; but do you think that the 
public could easily spare him; or that ho is wrong 
in bringing out his talent in the way in which it 
is most effective? Would you advise him, if he 
asked your advice, to give up his wood-blocks 
and take to canyas? I know you would not; 
neither would you tell him, I believe, on the other 
hand, that, because he could not draw as well 
as Leonardo, therefore he ought to draw nothing 
but straight lines with a aulor, and circles with 
compasses, and no figure-subjects at all, That 
would be somo lass to yous would it not? You 
would all be vexed if next weok’s Punch had 
nothing in it but proportionate lines, And yet, 
do not you sco that you are doing precisely the 
‘samo thing with your powers of sculptural design 
that he would bo doing with his powers of pic- 
torial design, if ho gave you nothing but such 
lines, You feel that you cannot carve like Phidias; 
therefore you will not carve at all, but only draw 
u 2 
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mouldings; and thus all that intermediate power 
which is of especial value in modern days,—that 
popular power of expression which is within the 
attainment of thousands, and would address itself 
to tens of thousands,—is utterly lost to us in stone, 
though im ink and paper it has become one of the 
most important ongines, and ono of the most dosived 
lusuries, of modern civilization. 

Here, then, is one part of the subject to which 
I would especially invite ‘your attention, namely, 
the distinctive character which may be wisely per- 
mitted to bglong to architectural sculpture, as dis- 
tinguished from perfect sculpture on one side, and 
from mere geometrical decoration on the other. 

And first, observe what an indulgence we have 
in the distance at which most work is to be seen, 
Supposing we wore able to carve eyes and lips 
with the most exquisite precision, it would all be 
of no use as soon as the work was put far 
above the eye; but, on the other hand, as beauties 
disappear by being far withdrawn, so will faults 3 
and the mystery and confusion which are the 
natural consequence of distance, while they would 
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often vender your best skill but vain, will as often 
vender your worst errors of little consequence ; 
nay, more than this, often a deep ent, or a 
rade angle, will produce in certain positions an 
offect of expression both startling and true, which 
you never hoped for, Not that more distance will 
give animation to the worl, if it has nono in itself; 
but if it has life at all, the distance will make 
that life more porceptible and powerful by soften- 
ing the defects of execution, So that you are 
placed, as workmen, in this position of singular ad~ 
vantage, that you may give your fancies fire play, 
and strike hard for the oxpression that you want, 
knowing that, if you miss it, no one will detect 
you; if you at all touch it, ‘nature herself will 
help you, and with every changing shadow and 
basking sunboam bring forth new phases of your ' 
faney. 

But it is not morely this privilege of being imper- 
fect which belongs to architectural sculpture. It has 
a true priviloge of imagination, far oxcelling all that 
can be granted ‘to the moro finished work, which, 
fox the sake of distinction, I will call,—and I don’t 
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think we can have 4 much better term—“ furniture 
seulpture;” sculpture, that is, which can be moved 
from place to place to furnish rooms. 

For observe, to that sculpture the spectator is 
usually brought in a tranquil or prosaic state 
of mind; he sees it associated rather with what 
is sumptuous than sublime, and under cireum- 
stances which address themsclyes more io his com- 
fort than his curiosity. The statue which is to 
be pathetic, seen between the flashes of footmen’s 
livery round the dining-table, must have strong 
elements of. pathos in itself; and the statue which 
is to be awful, in the midst of the gossip of the 
drawing-room, must have the elements of awe 
wholly in itself. But the spectator is brought to 
your work already in an excited and imnginative 
mood. He has been impressed ‘by the cathedral 
wall as it loomed over the low streets, before he 
Jooks up to the carving of its porcly—-and his 
love of mystery has been touched by the silenco 
and the shadows of the cloister, beforo he cnn set 
himself to decipher the bosses on its vaulting. So 


that when once he begins to observe your doings, he 


LEOT, Iv. ] IN ARCHITECTURE. 167 


will ask nothing better from you, nothing kinder 
from you, than that you would meot this imaginative 
temper of his half way s—that you would farther 
touch the sense of terror, or satisfy the expecta- 
tion of things strange, which have heen prompted 
by the mystery or the majesty of the surrounding 
scene, And’ thus, your leaving forms more or leas 
undefined, or carrying out your fancies, however 
extravagant, in grotesqueness of shadow or shape, 
will be for the most part in accordance with the 
temper of the observer; and he is likely, therefore, 
much more willingly to use his fimey to help your 
meanings, than his judgment to detect your faglts, 
Again. Remember that when the imagination 
and feelings are strongly excited, they will not 
only bear with strange things, but they will look 
into minute things with a delight quite mknown 
in hours of tranquillity. You surely must re- 
member moments of your lives in yhich, under 
some strong excitement of feeling, all the de- 
tails of visible objects presonted themselves with 
& strange intensity and insistance, whether you 
would or no; urging themselves upon tho mind, 
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and thrust upon the eyo, with a force of fascination 
_ which you could ‘not refuse, Now, to a cortain 
extent, the senses get into this state whenever the 
imagination is strongly excited. Things trivial 
at other tinies assume a dignity or significance 
which we cannot explain; but which is only tho 
move attractive because inexplicable: and the powers 
of attention, quickened by the feverish excitement, 
fasten and feed upon the minutest circumstances of 
detail, and vemotest traces of intention. So that 
what would at other times be felt as more ox leas 
mean or extyaneous in a work of sculpture, and 
which would assuredly be offensive to the perfect 
taste in its moments of languor, or of critical judg- 
ment, will be grateful, and even sublime, when it 
meets this frightened inquisitiveness, this fascinated 
watchfulness, of the roused imagination, And this 
is all for your advantage; for, in the beginnings of 
your sculpture, you will assuredly find it castor to 
imitate’ minute circumstances of costume or cha- 
vacter, than to perfect tho anatomy of simplo 
Gems ox the flow of noble masses; and it will be 
encouraging to remember that the grace you can- 
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not perfect, and the simplicity you cannot achicye, 
would be in groat part vain, even if you could 
achieve them, in their appeal to the hasty curiosity 
of passionate fancy; but that the sympathy which 
would be refused to your scionce will be granted. 
to your innocence; and that the mind of the 
general observer, though wholly unaffected by cor- 
rectness of anatomy or propriety of gesture, will 
follow you with fond and pleased concurrence, as 
you carve the Imots of the hair, and the patterns of 
the vesture. 

Farther yet, We are to remember that not only 
do the associated features of the larger architecture 
tend to excite the strength of fancy, but the archi- 
tectural laws to which you are obliged to submit 
your decoration stimulate its ingenuity. Every 
crocket which you are to crest with sculpture,~— 
every foliation which you have to fill, presents it- 
self to the spectator’s fancy, not only as a pretty 
thing, but as a problemaito thing, It contained, 
he porceiyes immediately, not only a beauty which 
you wished to display, but a necessity which you 
were forced to meet; and the problem, how to 
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cecupy such and such a space with organic form 
in any probable way, or how to tum such a 
boss or ridge into a conceivable image of life, 
becomes at once, to him as to you, a mattor of 
amusement as much as of admiration, The or- 
dinary conditions of perfection in form, gesture, 
or feature, are willingly dispensed with, when the 
ugly dwarf and ungainly goblin have only to 
gather themselves into angles, or crouch to carry 
corbels; and the want of skill which, in other 
kinds of work, would have been required for the 
finishing of the parts, will at once be forgiven 
here, if you have only disposed ingeniously what 
you have executed roughly, and atoned for the rude- 
ness of your hands by the quickness of your wits, 

Tlitherto, however, we have bheon considering only 
the circumstances in architecture favourable to tho 
development of tho powers of imagination. A. yet 
more important point for us scems, to me,-the place 
which it gives to all the objects of imagination, 

For, I suppose, you will not wish me to spend 
any timo in proving, that imagination must bo 
vigorous in proportion to the quantity of material 
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which it has to handle; and that, jusi as wo in- 
crease the range of what we sce, wo increase the 
yichness of what we can imagine. Granting this, 
consider what a field is opened to your fancy merely 
in the subject matter which architecture admits, 
Nearly cvery other art is seyerely limited in its 
subjects—the landscape painter, for instance, gets 
little help from the aspects of beautiful humanity ; 
the historical painter, less, perhaps, than he ought, 
from the accidents of wild nature; and the pure 
sculptor, still Jess, from the minor details of com- 
mon. life, But is thore anything within range of 
sight, or concoption, which may not be of use to 
you, or in which your interest may not be excited 
with advantage to your arl? From visions of angels, 
down to the least important gesture of a child at 
play, whatever may be conceived of Divine, or be- 
held of Tuman, may be dared or adopted by yous 
throughout, the kingdom of animal life, no creature 
is so vast, ov so minute, that you cannot deal with 
it, or bring it into service; the lion and the 
crocodile will couch about your shafts; the moth 
and the bee will sum themselves upon your flowers; 


172 INFLUENCE OF IMAGINATION [Ecr. ry, 


for you, the fawn will leap; for you, the snail 
be slow; for you, the dove smooth her bosom; 
and the hawk spread her wings toward the south, 
All the wide world of vegotation blooms and bends 
for you; the leaves tremble that you may bid them 
be still under the marble snow; the thorn and:tho 
thistle, which the earth casts forth as evil, are 
to you the kindliest scrvants; no dying petal, nor 
dvooping tendril, is so feeble as to have no help 
for you; no robed pride of blossom so kingly, but 
it will Jay aside its purple to receive at your hands 
the pale immortality. Is there anything in common 
life too mean,—in common things too trivial,—to he 
emobled by your touch? As there ig nothing in 
life, so there is nothing in lifolessness which hag 
not its lesson for you, or its gift; and when you 
are tired of watching the strength of tho plume, 
and the tenderness of the leaf, you may walk down 
to your vough vivor-shore, or into tho thickest 
markets of your thoroughfares; and thore is not 
n piece of torn cable that will not twine into " 
perfect moulding; there is not a fragment of cast. 
away matting, or shattered hasket-work, that will 
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not work into a chequer or a capital Yea: and 
if you gather up the vory sand, and break tho 
stone on which you tread, among its fragments 
of all but invisible shells you will find forms that 
will take their place, and that proudly, among the 
starred traceries of your vaulting; and you, who 
can crown the mountain with its fortress, and the 
city with its towers, are thus able also to give 
beauty to ashes, and worthiness to dust. 

Now, in that your art presents all this material 
to you, you have alrcady much to rejoice in, But 
you have more to rejoice in, because all this is 
submitted to you, not to he dissected or analyzed, 
but to be sympathized with, and to bring out, there- 
fore, what may be accurately called the moyal paxt 
of imagination. We saw that, if we kept ourselves 
among lines only, we should have cause to envy * 
the naturalist, because he was conversant with 
facts; but you will havo litle to envy now, if you 
make yourselves conversant with the feclings that 
arise out of his facts, Foy instance, the naturalist, 
coming upon a block of marble, has to begin con- 
sidering immediately how far its purple is owing 
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to iron, or its whiteness to magnesia; hie breaks his 
piece of marble, and at the close of his day, has 
nothing but a little sand in his crucible, and some 
data added to the theory of the elements. But 
you approach your marble to sympathize with it, 
and rejoice over its beauty. You cnt it a little 
indecd; but only to bring out its veins more per~ 
fectly ; and at the end of your day’s work you leave 
your marble shaft with joy and complacency in its 
perfectness, as marble. When you have to watch 
an animal instead of a stone, you differ from the 
naturalist in the same way. THe may, perhaps, if 
he be an amiable naturalist, take delight in having 
living creatures round him ;—still, the major part of 
his work is, or has been, in counting feathers, sepa- 
Yating fibres, and analyzing structures. But your 
work is always with the living creature; the thing 
you have to get at in him is his life, and ways of going 
about things. It does not matier to you how many * 
calls there are in his bones, or how many filaments 
in his feathers; what you want is his moral cha- 
racter and way of behaving himself; it is just that 
which your imagination, if healthy, will first scize— 
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just that which your chisel, if vigorous, will first 
cut, You must get the storm spirit into your eagles, 
and the Jordliness into your lions, and the tripping 
fear into your fans; and in ordor to do this, you 
must be in continual sympathy with every fawn of 
them; and be hand-in-glove with all tho lions, 
and hand-in-claw with all the hawks. And don’t 
fancy that you will lower yourselves by sympathy 
with the lower creatures; you cannot sympathize 
rightly with the higher, unless you do with those: 
but you have to sympathize with the higher, too— 
with queens, and kings, and martyrs, gnd angols. 
Yes, and above all, and more than all, with 
simple humanity in all its needs and ways, for 
there is not one hurried face that passes you in the 
street that will not be impressive, if you can only 
fathom it. All history is open to you, all high 
thoughts and dreams that the past fortunes of men 
can suggests all fairy land is open to you-—-no 
vision that ever haunted forest, or gleamed over 
hill-side, but calls you to understand how it camo 
into men’s hearts, and may still touch thom; and 
all Paradise is open to you—yes, and the work 
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of Paradise; for in bringing all this, in perpetual 
and attractive truth, before the eyes of your fellow- 
men, you have to join in the employment of the 
angels, as well as to imagine their companies. 

And observe, in this last respect, what « peculiar 
importance, and responsibility, are attached to your 
work, when you consider its permanence, and the 
saultitudes to whom it is addressed. We frequently 
are led, by wise people, to consider what responsi- 
bility may sometimes attach to words, which yet, 
the chance is, will be heard by few, and forgotten 
as soon as heard, But none of your words will be 
heard by few, and none will be forgotten, for five 
or six hundred years, if you build well. You will 
talk to all who pass by; and all those little sym- 
pathies, those freaks of fancy, those jests in stone, 
those workings-out of problems in caprice, will 
oceupy mind after mind of utterly countless multi- 
tudes, long after you arg gone, You have not, like 
authors, to plead for a hearing, or to fear oblivion, 
Do but build large enough, and carve boldly enough, 
and all the world will hear you; they cannot choase 
hut look, 
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IL do not mean to awe you by this thought; 
IT do not mem that hecausa you will have so 
many witnessos and watchers, you ave never to jest, 
or do anything gaily or lightly; on the contrary, 
I have pleaded, from the beginning, for this art 
of yours, especially because it has room for the 
whole of your character—if jest is in you, let the 
jest be jested; if mathematical ingenuity is yours, 
let your problem be put, and your solution worked 
out, as quaintly as you choose; abovo all, seo that 
your work is easily and happily done, olso it will 
never make anybody elso happy: but vhile you 
thus give the rein to all your impulses, seo that 
those impulses be headed and centred by one noble 
impulse; and let that be Love—triplo loye—“for the 
art which you practise, the creation in which you 
move, and the creatures to whom you minister, 

1. Tsay, first, Love for the art which you practise. 
Be assured that if over any other motive becomes 
a loading one in your mind, ag the principal one 
fox exertion, excopt yowr love of art, that moment 
it is all over with your art, I do not say you are 
not to desire money, nor to desire fame, nor to 
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desire position; you cannot but desire all three; 
nay, you may—if you are willing that I should 
use the word Love in a desecrated sense—love all 
three; that is, passionately covet them, yet you 
must not covetor love them in the first place, Men 
of strong passions and imaginations must always 
cave a great deal for anything they care for at all; 
. but the whole question is one of first or second. 
Does your art lead you, or your gain Jead you? 
You may like making money exceedingly; but if 
it'come to a fair question, whether you ave to make 
five hundred pounds less by this business, or to spoil 
your building, and you choose to spoil your build-° 
ing, there’s an end of you. So you may he as 
thirsty ‘for fame as a cricket is for cream; but, if 
it come to a fair qhestion, whether you are to please 
the, mob, or do the thing as you know it ought 
to be done; and you can’é do both, and choose to 
please the mob,—it’s all over with you ;—there’s no 
hope for you; nothing that you ean do will ever 
be worth a man’s glance as he passes by. The 
test is absolute, ineyitable—Is your art first with 
you? Then you are artists; you may be, after you 
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have made your money, miscrs and “asureYs 3 
you may be, after you have ‘got your fame, jealous, 
and proud, and wretched, and base :—~but yot, as long 
as you wont spoil your work, you avo artisis, On 
the other hand—Is your money first-with you, and 
your fame first with you? Then, you may he very 
charitablo with your money, and very magnificent 
with your money, and very graceful in tho way 
you wear your reputation, and very courteous to 
those beneath you, and very acceptable to those 
above you; but you are not artists. You are 
mechanics, and drudges. a 

IL. You must love the creation you work in the 
midst‘of, for, wholly in proportion to the intensity 
of feeling which you bring to the subject you have 
chosen, will be the depth and justice of our percep 
tion of its charactor, And this depth of fecling is 
not to be'grlined on the instant, when you want to 
bring it to. bear on this or that. It is the result of 
the goneral habit of striving to feel rightly; and, 
among thousands of various means of doing this, 
perhaps the one I ought specially to name to you, is 
the keeping yourselves élear of petty and mean cares. 

Nn 2 
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Whatever you do, don’t be ansious, nor fill your 
heads with little chagrins and little desires. I have 
just said, that you may be great artists, and yot be 
miserly and jealous, and troubled about many 
things, So you may be; but I said also that the 
miserliness or trouble must not be in your hearts 
all day, It is possible that you may get a habit of 
saving money; or it is possible, at a time of great 
trial, you may yield to the temptation of speaking 
unjustly of a rival,—and you will shorten your 
powers and dim your sight even by this ;—but the 
thing that you have to dread far more than any such 
unconscious habit, or any such momentary fall—is 
the constancy of small emotions ;—the anxiety whether 
Mr. So-and-so will like your work; whether such and 
such a workman will do all ‘that you want of him, 
and so on;—not wrong feelings or anxioties in them~- 
selves, but impertinent, and wholly incompatible 
with the full exercise of your imagination, 

Keep yourselves, therefore, quiet, peacoful, with 
your cyes open. It doesn’t matter «at all what 
Mr. So-and-so thinks of your work; but it mat- 
tors a great deal what that bird is doing up there 
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in its nest, ox how that vagabond child at the 
street corner is managing his game of kuuckle- 
down, And remembor, you cannot turn aside from 
your own interests, to tho birds and the children’s 
interests, unless you have long before got into 
the habit of loving and watching birds and 
children; so that it all comes at last to the fox- 
getting yourselves, and the living out of your- 
selves, in the calm of tho great world, or if you 
will, in its agitation; but always in a calm of your 
own bringing. Do not think it wasted time to 
submit yourselves to any influence which, may bring 
upon you any noble fecling. Riso carly, always 
watch the sunrise, and the way the clouds break 
from the dawn; you will cast your statue-draperies 
in quite anothor than your common way, when the 
remembrance of that cloud motion is with you, and 
of the scarlot vesture of the morning. Live always 
in the spring time in the country; you do not know 
what lenf-form meays, unless you have seen tho buds 
burst, and the young Icaves breathing low in the 
sunshine, and wondering at the first showor of rain. 
But above all, accustom yourselves to look for, and 
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to love, all nobloncss of gesture and feature in the 
humen form; and remember that the highest noble~ 
ness is usually among the aged, the poor, and the 
infirm; you will find, in the end, that it is not 
the strong arm of the soldior, nor the laugh of tho 
young beauty, that are the best studies for you, 
Look at them, and look at them reverently; but 
be assured that endurance is nobler than strength, 
and pationco than beauty; and that it is not in 
the high church pews, where the gay dresses are, 
but, in the church free seats, where the widows’ 
weeds ave,, that you may see the faces that will 
fit best between the angels’ wings, in the church 
porch, 

TH. And therefore, lastly, and chiefly, you must 
love the creatures to whom you minister, your fellow+ 
men} for, if you do not love them, not only will you 
be little interested in ihe passing events of life, but 
in all your gazing at humanity, you will bo apt to 
be struck only by outside form, and not by expres- 
sion, It is only kindness and tenderness which 
will ever enablo you to see what beauty there is in 
the dark eyes that are sunk with weeping, and in the 


. . 
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paleness of those fixed faces which the earth’s adver- 
sity has compassed about, till they shine in their 
patience like dying watchfixes through twilight, But 
it is not this only which makes it needful for you, if 
you would be great, to be also kind; thero is a most 
important and all-essential roason in the very uature 
of your own art. So soon as you desire to build 
largely, and with addition of noble sculpture, you 
will find that your work must be associative. You 
cannot carve a whole®eathedral yourself—you can 
carve but few and simple parts of it. Hither your 
own work must be disgraced in the mass of the 
collateral inferiority, or you must raise your fellow- 
designors to correspondence of power. If you have 
genius, you will yourselves take the Jead in the 
building you design; you will carve its porch and 
direct its disposition. But for all subsequent ad- 
yancement of its detail, yon must trast to the 
agengy-and, the invention of others; and it rests 
with you cither to repress what faculties your 
workmen have, into cunning subordination to your 
own; or to rejoice in discovering even tho powers 
that may rival you, and leading forth mind after mind 
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into fellowship with your fancy, and association with 
your fame. 

I need not tell you that if you do the first—if 
you endeavour to depress or disguiso the talents 
of your snbordinates—you are lost; for nothing 
could imply more darkly and decisively than this, 
that your art and your work were not beloved 
by you; that it was your own prosperity that you 
were seeking, and your own skill only that you caved 
to contemplate, I do not safthat you must not be 
jealous at all; it is rarely in Inman nature to bo 
wholly without jealousy; and you may bo forgiven 
for going some day sadly home, when you find some 
youth, unpractised and unapproved, giving the life» 
stroke to his work which you, after years of training, 
perhaps, cannot reath; but your jealousy must not 
conquer—your Jove of your building must conquer, 
helped by your kindness of heart. Seo—I set no 
high or difficult standard before you. I do noksay 
that you are to surrender your pre-eminence in mere 
unselfish generosity, Bué I do say that you must 
swxender your pre-eminence in your love of your 
building helped by your kindness; and that whom- 
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it than you,—that person you are to give place 
to: and to console yourselves for the huthiliation, 
first, by your joy in seeing the edifice grow more 
beautiful under his chisel, and secondly, by your 
senso of having done kindly and justly. But if 
you are morally strong enough to make the kind- 
ness and justice the first motive, it will be better; 
—best of all—if you do not consider it as kindness 
at all, but bare and stern justice; for, truly, such 
help as we can give each other in this world is a 
debt to each other; and tho man who-perccives a 
superiority or capacity in a subordinate, and neither 
confesses, nor assists it, is not ynerely the withholdor’ 
of kindness, but the committer of injury. But be 
the motive what you will, only seo that you do the 
thing ; and take tho joy of tho consciousness that, as 
your art embraces a wider field than all others—and 
adduesses a vaster multilude than all others—and is 
surer of audience than all others—so it is profounder 
and holier in Fellowship than all others. ‘The artist, 
when his pupil is perfect, must see him leave his sida 
that he may declare his distinct, perhaps opponent, 
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i 
to a general audionee, As I was considoring what 


you might best bear with mo in speaking about, 
there came naturally into nty mind a subject con- 
nected with the origin and present prosperity of 
the town you live in; and, it seemed to me, in 
the out-branchings of it, capable of a very general 
interest. When, long ago (I am afraid to think 
how long), Tunbridge Wells was my Switzerland, 
and I used to be brought down here in the sum- - 
mer, a sufficiently active child, rejoicing in the 
hope of clambering sandstone cliffs of stupendous 
height above the common, there used sometimes, as, 
T suppose, there are in the lives of all children at 
the Wells, to be dark days in my life—days of con- 
demnation to the pantiles and band--under which 
calamities my only consolation used to be in 
‘watching, at every twn in my walk, the welling 
forth of the spring over the orange rim of its 
marble basin, The memory of the clear wator, 
sparkling over its saffron stain came back to mo as 
the strongest image connected with the placos and 
it struck me that you might not be unwilling, to- 
night, to think a little over the full significance of 
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that saffron stain, and of the power, in‘other ways 
and other functions, of the steelly clemont to which 
go many hore owe returning strength and life ;— 
chief as it has been always, and is yet.more and - 
more markedly so day by day, among the precious 
gifts of the earth. f 

The subject is, of course, too wide to be move 
than suggestively treated; and even my sugges+ 
tions must be few, and drawn chiefly from my 
own fields of work; nevertheless, I think I shall 
have time to indicate some courses of thought which 
you may afterwards follow out for yourselves if 
they interest you; and so I will not shrink from 
the full scope of the subject which I have an- 
nounced to you—tho functions of Iron, in Nature, 
Art, and Policy. 

Without more preface, I will take up the first 
head. 

J. Tron ax Navors.—You all probably know that 
the ochreous stain, which, perhaps, is often thought 
to spoil the basin of your spring, is iron in a state 
of rust: and when you seo rusty iron in othor 
places you gonerally think, not only that it spoils 


. 
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the places {it stains, but that it js spoiled itsclf~ 
that rusty iron is spoiled iron. 

For most of our uses it generally is so; and 
because we cannot use a rusty knife or razor so 
well as a polished one, wo suppose it to bo a great 
defect in iron that it is subject to rust. But not 
at all, On the contrary, the most perfect and 
useful stato of it is that ochreous stain; and 
therefore it is endowed with so ready a dis- 
position to get itself into that state. It is not 
a fault in the iron, but a virtue, to he so fond of 
getting rusted, for in that condition it fulfils its 
most important functions in the universe, and most 
kindly duties to mankind. Nay, in a certaih sense, 
and almost a literal ono, we may say that iron 
rusted is Living; but when pure or polished, 
Dead. You all probably know that in the mixed 
air we breathe, the part of it essentially needful 
to us is called oxygen; and that this substance 
is to all animals, in the médst accurate sense of 
the word, “breath of life” The nervous power 
of life is a different thing; but the supporting 
element of the breath, without which the blood, 
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and therefore the life, cannot be nourished, is 
this oxygen. Now it is this very same air 
which the iron breathes whon it gots rusty. It 
takes the oxygen from the atmosphore as cagerly 
as we do, though is uses it differently. The 
iron keeps all that it gots; we, and other ani- 
mals, part with it again; but the metal abso- 
Iutely keeps what it has once received of this 
aévial gift; and the ochreous dust which we so 
much despise is, in fact, just so much nobler than 
pure iron, in so far as it is iron and the air 
Nobler, and more useful—for, indeed, as I shall be 
ablo to show you presently —the main’ service of 
this metal, and of all other metals, to us, is not in 
making knives, and scissors, and pokers, and pans, 
but in making the ground we feed from, and 
nearly all tho substances first needful to our exist~ 
ence, For theso are all nothing but metals and 
oxygen—metals with breath put into them. Sand, 
lime, clay, and the rest of the earths—potash and 
soda, and the rest of the alkalies—avo all of them 
metals which have undorgoue this, so to speak, vital 
change, and. have been vendered fit for the sorvice 
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of man by permanent unity with the purest air which 
he himself breathes. Thore is only one metal which 
does not rust readily; and that, in its influence on 
Man hitherto, has caused Death rather than Life; it 
will not be put to its right use till it is made a pave- 
ment of, and so trodden under foot, 

Is there not something striking in this fact, con- 
sidered largely as one of the types, or lessons, fur- 
nighed by the inanimate creation? Here you have 
your hard, bright, cold, lifeless inetal—good enough 
for swords and scissors—but not for food. You think, 
perhaps, that your ivon is wondorfully useful in a 
pure form, but how would you like the world, if all 
your meadows, instead of grass, grew nothing but 
iron wire—if all your arable ground, instead of 
being made of sand and clay, were suddenly 
turned into flat surfaces of steel—if the whole 
earth, instead of its green and glowing sphere, 
zich with forest and flowor, showed nothing but 
the image of the vast finnaco of a ‘ghastly ‘on- 
gine—a globe of black, lifeless, excoriated metal? 
It would be that,—probably it was once that; 
but assuredly it would be, were it not that all 
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the substance of which it is made sucks and 
breathes the brilliancy of the atmosphere; and, as 
it breathes, softening from its morciless hardness, it 
falls into fruitful and beneficent dust; gathering 
itself again into the eatths from which woe feed, | 
and the stones with which we build;—into the 
rocks that frame tho mountains, and the sands that 
bind the sea. ‘ 

Hence, it is impossible for you to take up the 
most insignificant pebble at your feet, without being 
able to read, if you like, this curious lesson in it, 
You look upon it at first as if it were garth only. 
Nay, it answers, “I am not earth—-I am earth and 
air ‘In one; part of that blue heaven which you 
love, and long for,'is already in me; it is all my 
iife—withont it I should be nothing, and able for 
nothing; I could not minister to you, nor nourish 
you--I should bo a cruel and helploss thing; but, 
because there is, according to my need and place 
iy oreation, a kind of soul in me, I have become 
sapable of good, and helpful in the circles of 
vitality.” 

. Thus far the same interest attaches to all the 
re) a 
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earths, and all the metals of which they ave made; 
but o deeper interest, and larger benoficence be- 
long to that ochreous carth of iron which stains 
the marble of your springs, It stains much besides 
that marble. It stains the great carth where- 
soever you can see it, far and wide—it is the 
colouring substance appointed to colour the globe 
for tha sight, as well as subdue it to the 
servico of man. You have just seen your hills 
covered with snow, and, perhaps, have enjoyed, 
at first, the contrast of their fair white with 
the dark plocks of pine woods; but have you 
ever considered how you would like them always 
white—not pure white, but dixty white—the white 
of thaw, with all the chill of snow in it, but 
none of its brightness? That is what the colour 
of the earth would be without its iron; that 
would bo its colour, not here or there only, but 
in all places, and at al] times. Follow out that 
idea till you get it in some detail, ”‘Whtale fivst 
of you pretty gravel walks in your gardens, 
yellow and fine, like plots of sunshine between 
the flower-beds; fancy them all suddenly turned 
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to the colour of ashes. ‘That is what they would 
be without iron ochre, Think of your winding 
walks over the common, as warm to the eyo as 
they ave dry to the foot, and imagine them all 
laid down suddonly with gray cindors, Then 
pass beyond the common into the country, and 
pause at the first ploughed ficld that you soe 
sweeping up the hill sides in the sun, with its 
deep brown furrows, and wealth of ridges. all 
a-glow, heaved aside by the ploughshare, like 
deep folds of a mantle of rnssot velvet—fancy 
it all changed suddenly into grisly fyrrows in 
a ficll of mud. That is what it would be 
without iron, Pass on, in fancy, over hill and 
dale, till you reach the bending lino of the sea 
shore; go down upon its breczy beach—watch 
the white foam flashing among the ambor of it, 
and all tho blue sea embayed in belts of gold: 
then fancy thoso cirelots of far sweeping shore 
suddenly put into mounds of mourning—all those 
golden sands twmned into gray slime; the fairies 
no more able to call to each other, * Come unto 
these yellow sands;” but, “Come unto these drab 
02 


196 {WE WORK OF IRON, {zxor, y. 


sands.” That is what they would be, without 
ion. 

Jvon is in some sort, therefore, tha sunshine and 
light of landscapo, so far as that light doponds on 
the ground; but ié is a source of another kind 
of sunshine, quite as important to us in the way 
we live at pvesent—sunshine, not of landscape, 
but of dwelling-place. 

In these days of swift locomotion I may doubi- 
less assume that most of my audience have been 
somewhere out of England—have been in Scotlands 
or France or Switzerland, Whatever may have 
been their impression, on returning to their own 
country, of its superiority or inferiority in other 
respects, they cannot but have felt one thing about 
it—the comfortable look of its towns and villages, 
Foreign towns ‘are often very picturesque, very 
beautiful, but they never have quite that look of 
warm self-sufficiency and wholesome quict with” 
which our villages nestle themselves down among 
the green ficlds, If you will take the trouble to ox~ 
amine into the sources of this impression, you will 
find that by far the greater part of that warm and , 


. 


uuct. ¥.] IN NATURE, ART, AND PoLicy, 197 


satisfactory appearance depends upon the rich scarlet 
colour of the bricks and tiles, It does not belong to 
the neat building—very neat building has an uncom~ 
fortable rather than a comfortable look —but it 
depends on the warm building; our villages are 
dressed in red tiles as our old women are in red 
cloaks; and it does not matter how worn the cloaks, 
or how bent and bowed the roof may be, so‘long 
as there are no holes in cither one or the other, 
and the sobered but unextinguishable colour still 
glows in the shadow of the hood, and burns 
among the green mosses of the gable. And what 
do you suppose dyes your tiles of cottage roof? 
You don’t paint them. It is nature who puts all 
that lovely vermilion, into the clay for you; and 
all that lovely vermilion is this oxide of ivon. 
Think, therefore, what your streets of towns would 
become —ugly onough, indeed, already, some of 
them, but still comfortable-looking—if instead of 
that warm brick vod, the houses became all pepper- 
and-salé colour. Fancy your country villages 
changing from that homely searlet of theirs which, 
in its sweej suggestion of laborious peaco, is as 


. 
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honourable as the soldiers’ scarlet of laborious 
battle-—suppose all those cottage roofs, I say, 
turned at once into the colour of unbaked clay, the 
colour of street gutters in rainy weather. That's 
what they would be, without iron. 

There is, however, yet another efféct of colour in 
ow English country towns which, perhaps, you may 
not all yourselves have noticed, but for which you 
must take the word of a sketcher. They are not 
so often merely warm scarlet as they are warm 
purple ;—a more beautifol color still: and they 
owe this aolour to a mingling with the vormilion 
of the deep grayish or purple hne of ou fine 
Welsh slates on the more respectable roofs, made 
more blue still by the colour of intervening atmo- 
sphere. Jf you cxamino one of these Welsh slates 
freshly broken, you will find its purple colour clear 
and vivid; and although never strikingly so after 
it has been Jong exposed to weather, it abyays 
yetains cnough of the tint to give rich harmonies 
of distant purple in opposition to the greon of ow! 
woods and ficlls, Whateyer brightness or powor 
there is in the hue is entixely owing to the oxide 


, 


acr. ¥.] IN NATURE, ART, AND POLICY. 199 


of iron. Without it the slates would cither be pale 
stone colour, or cold gray, or black. 

Thus far we have only been considering the use 
and. plensantness of iron in the common earth of 
clay. But there are three kinds of carth which 
in mixed ypass and prevalent quantity, form the 
world, Those are, in common language, the earths 
of clay, of lime, and of flint, Many other cloments 
ave mingled with thesc in sparing quantities; but 
the preat frame and substance of the earth is made 
of these three, so that wherever you stand on solid 
ground, in any country of the globe, the thing 
that is mainly undor your feet will be either clay, 
limestone, or some condition of the earth of flint, 
mingled with both. 

These being what we have ysually to deal with, 
‘Nature seoms to have set herself to make these three 
substances as interesting to us, and as beautiful for 
us. as sho can, The clay, being a soft and change- 
ablo substance, sho dodsn’t take much pains about, 
as we have scon, till it is baked; she brings the 
colour into ‘it only whon it receives a permanent 


form. But tho limestone and flint she paints, in her 
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own way, in their native state: and hor object in 
painting them seems to be much the same as in her 
. painting of flowers; to draw us, careless and idle 
human creatures, to watch her a little, and see what 
she is about—that being on the whole good for us,~ 
her children, For Nature is always carrying on 
very strango work with this limestone and {lint of 
hers: laying down beds of them at the bottom af 
tho sea; building islands out of the sea; filling 
chinks and veins in mountains with curious trea- 
sures; petrifying mosses, and trees, and shells; in 
fact, carrying on all sorts of business, subterrancan 
or submarine, which it would be highly desirable 
for us, who profit and live by it, to notice as it 
goes on, And apparently to lead us to do this, sho 
makes picture-books for us of limestone and. flint; 
and fempts us, like foolish children as we are, to 
read her books by the pretty colours in , them. 
The pretty colours in her limestonc-books form 
those varicgated marbles which all mankind have 
taken delight {o polish and build with from the 
heginning of time; and the pretty dolourg in her 
flint-books form those agates, Jaspers, cornelians, 
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bloodstones, onyxes, cairngorms, chrysoprases, which 
men have in like manner taken delight to cut, and 
polish, and make ornaments of, from the beginning of 
time; and yet, so much of babies are they, and so 
fond of looking at the pictures instead of reading 
the book, that I question whether, after six thousand 
years of cutting and polishing, thero are above two 
or three people out of any given hundred, who know, 
or care to know, how a bit of agate or a bit of marble 
was made, or painted, 

How it was made, may not bo always very easy 
to say; but with what it was painted there is no 
manner of question, All those beautiful violet vein- 
ings and variogations of the marbles of Sicily and 
Spain, the glowing ovatige and amber colours of 
those of Siena, the deep russet of the Rosso antico, 
and tho blood-colowr of all the precious jaspors that 
envich the temples of Italy; and, finally, all the 
lovely transitions of tint in the pebblos of Scotland 
and the Rhine, which form, though not the most 
precious, by far the most interesting portion of our 
modern jewellers’ work ;—all these are painted by 
nature with this one material only, variously pro- 
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portioned and applied—the oxide of iron that stains 
your Tunbridge springs, 

But this is not all, nor the best part of sthe 
work of iron, Its servico in producing these 
beantiful stones is only rendered to rich people, 
who can afford to quarry and polish thom. But 
Nature paints for “all the world, poor and rich 
together ; and while, therefore, she thus adovns the 
innermost rocks of her hills, to tempt your in- 
vestigation, or indulge your luxury,—she paints, far 
more carefully, the outsides of the hills, which are 
for the cyes of the shepherd and the ploughman, 
I spoke just now of the effect in the roof of our 
villages of their purple slates; but if the, slates ave 
beautiful even in their flat and formal rows on house~ 
xoofs, much more are they beautiful on the rugged 
crests and flanks of their native mountains, TTIave 
you ever considered, in speaking as we do so often 
of distant blue hills, what it is that makes them 
blue? To a certain extent it is distanee; but distance 
alone will not do it. Many hills look white, how- 
evor distant. That lovely dark purple colour of our 
‘Welsh and Highland hills is owing, not to their dis- 
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tance mmorely, but to their rocks. Some of their 
yocks are, indeed, too dark to be beautiful, being 
black or ashy gray ; owing to imperfect and porous 
structure, But when you seo this dark colour 
dashed with russet and blue, and coming ont in 
masses among the green ferns, so purple that you 
can hardly toll at first whether itis rock ov henther, 
then yon must thank your old Tunbridge friend, the 
oxide of iron. 

But this is not all, It is necessary for the beauty 
‘of hill scenery that Nature should colour not only her 
soft rocks, but hex hard ones; and she golowrs them, 
with the same thing, only more beautifully, Perhaps 
you have wondered at my use of the word “ purple,” 
so often of stones; but the Greeks, and still more 
tho Romans, who had profound respect for purple, 
used it of stone long ago. You have all heard of 
“porphyry” as among tho most precious of the harder 
massive stones. The colour which gave it that 
noble name, as well as that which gives the flush 
to all the rosy granito of Egypi—yes, and to the 
xosiest summits of the Alps themselves—is still owing 
to the same substance—your humble oxide of irdn. 
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And last of all; 
A nobler colour than all these—the noblest 


colour ever seen on this earth—one which belongs 
to a strength greater than that of the Egyptian 
granite, and to a beauty greater than that of the 
sunset or tho rosc—is still mysteriously connected 
with the presence of this dark iron. I believe it 
is not ascertained on what the crimson of blood 
actually depends; but the colour is connected, of 
couise, with its vitality, and that vitality with the 
existence of iron as one of its substantial elements, 

Is it nof strange to find this stern and strong 
metal mingled so delicately in ow human life, that 
we cannot even blush without its help? Think 
of it, my fair and gentle hearers; how terrible the 
alternative—sometimes you have actually no choice 
hué to be brazen-faced, or iron-faced ! 

In this slight review of some of the functions 
of the metal, you observe that I confine myself 
strictly to its operations as a colowing element. I 
should only confuse your conception of the facts, if 
T endeavoured to describe its uses as a substantial 
clement, either in strengthening rocks, or influencing 
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vegetation by the decomposition of rocks, I have 
not, therefore, evon glanced at any of the more 
serions uses of the metal in the economy of nature, 
But what I wish you to carry clearly away with 
you is the remembrance that in all these uses tho 
metal would be nothing without the air. The puve 
metal has no -power, and never occurs in nature at 
all except in meteoric stones, whose fall no one 
can account for, and which are useless after they 
have fallen: in the necessary work of the world, 
the ivon is invariably jomed with the oxygen, and 
would be capable of no service or beauty whatever 
without it. 

Il, Inon iv Ant.—Passing, then, from the offices 
of the metal in the operations of nature to its uses 
in the hands of man, you must remember, in the 
outset, that the type which has been thus given 
you, by the lifeless metal, of tho action of body 
and soul together, has noble antitype in the opera- 
tion of all human power, All art worthy the name 
is the energy—neither of the human body alone, 
nor of the human soul alone, bet of both united, 
one guiding the other: good craftsmanship and 
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work of the fingers, joined with good omotion and 
work: of the heart. 

There is uo good art, nor possible judgment of 
art, when these tivo are not united; yet we are 
constantly trying to separate them. Our amntewrs 
cannot be persuaded but that they may produce 
some kind of art by their fancy or sensibility, 
without going through the necessary manual toil. 
That is entirely hopeless, Without a certain nwn- 
ber, and that a very great number, of steady acts 
of hand—a practice as careful and constant as would 
be necessary to learn any other manual business—no 
drawing is possible. On the other sido, the work- 
man, and those who employ him, are continually 
trying to produce art by trick oy habit of fingors, 
without using their fancy or sonsibility, ‘That also 
is hopeless, Without mingling of heart-passion with 
hand-power, no art is possible.* The highest avt 
unites both in their intensest degrees: the action of 
the hand at its finest, with that of the heurt at its 
fullest, 


* No fine avt, that is. Sce the provious definition of fine art 
ab p. 58, 
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Tlence it follows that the utmost power of art 
can only be given in a matevial capable of receiving 
and retaining the influence of the subtlest touch of 
the human hand, ‘That hand is the most perfect 
agent of material power existing in the universe ; 
and its full subtlety can only be shown whon 
the material it works on, or with, is entirely 
yielding. The chords of a perfect instrument will 
veceive it, but not of an imperfect one; the softly 
bending point of the hair pencil, and soft melting of 
colour, will receive it, but not even the chalk or 
pen point, still less the steel point, chisel, or 
marble, The hand of a sculptor may, indeed, be as 
subtle as that of a painter, but all its subtlety 
js not bestowable nor expressible: the touch of 
Titian, Correggio, or Turner* is a far more 
marvellous piece of nervous action than can bo 
shown in anything but colour, or in the very 
highest conditions of executive “expression in music. 
In proportion as tho material worked upon is less 
dolicate, the execution necessarily becomes lower, 
and the art with it, This is ono main principle of 


* See Appondix IV, “ Subtlety of Hand.” 
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all work. Another is, that whatever the material you 
choose to work with, your art is base if it does not 
bring out the distinctive qualities of that material, 
The veason of this second law is, that if you 
don’t want the qualities of the substance you use, 
you ought to usc some other substancg: it can be 
only affectation, and desire to display your skill that 
lead you to employ a refractory substance, and thore- 
fore your art will all be base. Glass, for instance, 
is eminently, in its nature, transpavent. If you 
don’t want transparency, let the glass alone,‘ Do 
not try to make a window look like an opaque 
picture, but take an opaque ground to begin with. 
Again, marble is eminently a solid and massive 
substance, Unless you want mass and solidity, 
don’t work in marble, If you wish for lightness, 
take wood; if for freedom, take stucco; if for due- 
tility, take glass, Don’t try to carve feathers, or 
trees, or nets, or foam, out of marble, Carvo 
white limbs and broad breasts only out of that, 
So again, iron is eminently a ductile and tona- 
cious substance—tenacious above all things, ductile 
more than most. When you want tenacity, there- 
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fore, and involved form, take iron. It is eminently 
made for that. It is the material given to the 
sculptor as the companion of marble, with a mes- 
sage, as plain as it can well be spoken, from the 
lips of the carth-mothor, “ Here’s for you to out, 
and here’s for you to hammer. Shape this, and 
twist that, What is solid and simple, carve out; 
what is thin and entangled, beat out. I give you 
all kinds of forms to be delighted in ;—fluttering 
Toaves as well as fair bodies; twisted branches as 
well as open brows. The leaf and the branch 
you may beat and drag into their imagery,; the body 
and brow you shall reverently touch into their 
imagery, And if you choose rightly and work 
rightly, what you do shall be safe afterwards, 
Your slonder leaves shall not break off in my tena~ 
cious iron, though they may be rusted a little with 
an ivon autumn. Your broad surfaces shall not be 
unsmoothed in my pure crystalline marble —no 
decay shall touch thom. But if you carve in the 
marble what will break with a touch, or mould in 
the metal what'a stain of rust or yerdigris will spoil, 
. ibis your fault—not mine.” 
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These are the main principles in this matter; 
which, like nearly all other right principles in art, 
we moderns delight in contradicting as directly and 
specially as may be. We continually look for, and 
praise, in our exhibitions, the sculpture of veils, and 
Ince, and thin leaves, and all kinds of impossible 
things pushed as far as possible in the fragile stone, 
for the sake of showing the sculptor’s dexterity.* 
On the other hand, we casé our iron into: bars— 
Inittle, though an inch thick—sharpen them at the 
ends, and consider fences, and other work, made of 
such materials, decorative | I do not believe it 
would be easy to calculate the amount of mischief 
done to owr taste in England by that fence ivon- 


* I do not mean to attach any degreo of blame to the effort 
to represent lenfage in marble for certain expressive purposes, 
The later works of Mr, Munro have depended for some ot 
their most tender thoughts on a delicate and skilfil use of such 
accessories, And in gencral, leaf sculpture is good and admirable, 
if it venders, as in Gothic work, the grace and lightness of the 
Jeaf by the arrangement of light and shadow —supporting the 
masses well by strength of stone below; but all carving is base 
‘which proposes to itsclf slightness na on aim, and fties to imi- 
tato the absolute thinness of thin or slight things, as much 
modern wood-carving docs, I saw in Italy, a year or two ago, 
a marble sculpture of birds’ nosts. 
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work of ows alone, If it wore asked of us, by 
asingle characteristic, to distinguish the dwellings 
of a country into two broad. sections; and to set, 
on one side, the places where people were, for the 
most part, simple, happy, benevolent, and honest; 
and, on the other side, the places where at least 
a great number of the people ware sophisticated, 
unkind, uncomfortible, and unprincipled, there is, 
I think, one feature that you could fix upon as a 
positive tost: the uncomfortable and unprincipled 
parts of a country would be the parts where 
people lived among iron railings, and, the com- 
fortable and principled parts where they had none, 
A broad generalization, you will say! Perhaps a 
little too broad; yet, in all sobriety, it will come 
trucr than you think. Consider overy other kind of 
fence or defence, and you will find some virtue 
in its but in the ivon railing none. There 
is, first, your castle rampart of stone—somo- 
what too grand to he considered hore among 
our types of foncing; next, your garden or park 
wall of brick, whigh has indeed often an unkind 
+ look on the outside, but there is more modesty 
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in i than unkindness. It generally means, not 
that the builder of it wants to shnt you ont from 
the view of his garden, but from the view of 
himself: it is a frank statement that as he needs 
a certain portion of{ time to himself, 80 he necds a 
certain portion of ground to himself, and must 
not be stared at when he digs there in his shixt- 
sleeves, or plays at leapfrog with his boys from 
school, or talks over old times with his wife, walk- 
iug up and down in the-ovening sunshine. Besides, 
the brick wall has good practical service in it, 
and shelters you from the cast wind, and ripens 
your peaches and nectarines, and glows in autumn 
like a sunny bank, And, moreover, your brick wall, 
if you build it properly, so that it shall stand 
long enough, is a beautiful thing when it is old, 
and has assumed its grave purple red, touched with 
mossy green. 

Next to your lordly wall, in dignity of enclosure, 
comes your close-sct wooden paling, which is more 
objectionable, heeause it commonly means enclosure 
on a larger seale than people want. Still it is 
significative of pleasant parks, and well-kept field , 
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walks, and herds of decr, and other such aristo- 
eratie pastoralisms, which have here and there their 
proper place in a country, and may be passed 
without any discredit. * . 

Next to your paling, comes your low stono dyke, 
your mountain fence, indicative at a glance either of 
wild hill country, or of beds of stone beneath the 
soil; the hedge of the mountains—delightfal in all 
its associations, and yet more in the varied and 
craggy forms of tho Joosc stones it is built of: 
and next to the low stone wall, your lowland 
hedge, either’in trim lino of massive green, sug- 
gestive of the pleasances of old Elizabothan houses, 
and smooth alleys for aged feet, and quaint laby- 
zinths for young ones, or else in fair entanglement 
of eglantine and virgin’s bower, tossing its scented 
Iusuriance slong our country waysides :—how many 
such: you have here among your pretty hills, fruit- 
fnl with black clusters of the bramble for boys in 
autumn, aiid erhnson hawthorn-berries for birds 
in wintor. And then last, and most difficult to 
elas among fences, comes your handrail, expres- 

, sive of all sorts of things; sometimes having a 
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knowing and vicious look, which it learns at raco- 
courses; sometimes an innocent and tender look, 
which: it learns at rustic bridges over cressy brooks; 
and sometimes a prudent and protective look, which 
it learns on passes of tho Alps, where it has posts 
of granite and bars of pine, and guards the brows 
of cliffs and the banks of torrents, So that in 
all these kinds of defence there is somd good, 
pleasant, or noble meaning, But what meaning 
has the iron sailing? “Bither, observe, that you 
ave living in the midst of such bad characters 
that you must keep them out by main force of 
bar, or that you are yourself of a character re- 
quiring to be kept inside in the same manner, 
Your iron railing always means thieves outside, or 
Bedlam inside ;—it can mean nothing else than 
that. If the people outside were good for any- 
thing, a hint in the way of fence would’ be 
enough for them; but because they, are violent 
and at enmity with you,. you ave forced, to put 
tho close bars and the spikes at the top. Last 
summer I was lodging for a little while in a cot 
tage in the country, and in front of my low window 
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there were, first, some beds of daisies, then a row 
of gooseberry and currant bushes, and then alow 
wall about three feet above the ground, covered. 
with stone-cress, Ontside, a corn-ficld, with its 
green cars glistening in the sun, and a field path 
through it, sjust past the garden gate, From my 
window I could sce every peasant of the village 
who passed that way, with basket on arm for 
market, or spade on shouldor for field. When 
I was inclined for society, I could lean over my 
wall, and talk to anybody; when I was inclined for 
science, I could botanize all along the top of my 
wall—thoere were four species of stono-cross alone 
growing on ity and when I was inclined for exer- 
cise, I could jump over my wall, backwards and 
forwards, ‘That’s the sort of fenco to have in a 
Christian country; not a thing which you can’t 
walk inside of without making yourself look liko a 
wild beast, nor look at out of your window in 
the morning without oxpucting to see somebody 
impaled upon it in the night. 

And yet farther, observe that the iron railing is 
"useless fonco—it can sheltor nothing, and support 
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nothing; you can’t nail your peaches to it, nor 
protect your flowers with it, nor mako anything 
whatever out of its costly tyranny; and besides 
being useless, it is an insolent fonco;—it says 
plainly to everybody who passes—“You may be 
an honest person,—~but, also, you may be a thief: 
honest or not, you shall not get in here, for I am 
a vespectable person, and much above you; you 
shall only see what a grand place I have got 
to keep you out of—look here, and depavt in 
humiliation.” : ' 

This, however, being in tha present state of 
civilization a frequent manner of discourse, and 
there being unfortunately many districts whore 
the ivon railing is unavoidable, it yet remains a 
question whether you need absolutely make it ugly, 
no Jess than significative of evil. You must have 
railings round your squares in London, and at the 
sides of your axeass but need you therefore hayo 
railings so ugly thal the constant sight ‘of thom is 
enough to neutralise the effect of all the schools of 
art in the kingdom ? You need not. Far from 


such necessity, it is even in your power to tum all 
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your police force of iron bars actually into drawing, 
masters, and natural historians. Not, of course, 
without some trouble and some expense; you can 
do nothing much worth doing, in this world, with- 
out trouble, you can get nothing much worth 
having, without expense, The main question is 
only—what is worth doing and having :—Consider, 
thereforo, if this be not. Here is your iron xailing, 
as yet, an uneducated monster ; a sombre seneschal, 
incapable of any words, except his perpetual “Keep 
ont!” and “ Away with you!” Would it not be 
worth some trouble and cost to iurn this ungainly 
ryffian porter into a well-educated servant ; who, 
while he was severe as ever in forbidding entrance 
to evilly disposed people, should yet have a kind 
word for well-disposed people, and a pleasant look, 
and a little useful information at his command, 
in case he should be asked a question by the 
passers-by ? 

‘We have not time tonight to look at many 
examples of ironwork ; and. those I happen to have 
by me are not the best: ironwork is not one of my 
special subjects of study; so that I only have memo- 
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rvanda of bits that happened. to come into picturesque 
subjects which I was drawing for other reasons, 
Besides, external ironwork is more difficult to find 
good than any other sori of ancient art; for when 
it gets rusty and broken, people are sure, if they 
can afford it, to send it to the old irun shop, and 
got a fine new grating instead; and‘in the grent 
cities of Italy, the old ivon is thus nearly all gone: 
the best bits I rememher in the open aix were at 
Brescia ;—fantastic sprays of Jaurel-like foliage rising 
over the garden gates; and there are a few fine 
fragments at Verona, and some good trellis-vork 
enclosing” the Scala tombs; but on the whole, the 
most interesting pieces, though hy no means the 
purest in style, are to bo found in out-of-the-way 
provincial towns, where people do not care, or are 
unable, to make polite alierations. Tho little town of 
Bellinzona, for instance, on the south of the Alps, 
and that of Sion on the north, have both of them 
complete schools of ironwork in their balconies and 
vineyard gates. That of Bellinzona is the hest, 
though not very old—I suppose most of it of the 
seventcenth century; still it is very quaint .and 
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beautiful. Hore, for example, (see frontispiece,) 
are two balconies, from tivo different houses; one 
has been a cardinal’s, and the hat is the principal 
ornament of the balcony; its tassels being wrought 
with delightful delicacy and freedom; and catching 
the cyo clearly oven among the mass of rich wreathed 
leaves. ‘These tassels and strings are precisely the 
kind of subject fit for ironwork—noble in ivon~ 
work, they Would have been entirely ignoble in 
marble, on the grounds above stated. The real 
plant of oleander standing in the window enriches 
the whole group of lines very happily. | 

The other baleony, from a very ordinary-looking 
house in the same street, is much more interesting 
in its details, It is shown in the plate as it appeared 
last summer, with convolyulus twined about the bars, 
the arrow-shaped living leaves mingled among tho 
leaves of ivon; but yon may sco in the centre of 
these real leaves a cluster of lighter ones, which 
are those of the ironwork itself .This cluster is 
worth giving a little larger to show its treatment. 
Fig. 2 (in Appendix Y.) is the front view of it: 
Fig. 4, ita profile. It is composed of a large tulip 
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in the centre; then two turkscap lilies; thon tivo 
pinks, a little ‘conventionalized ; then two nareissi; 
then two nondescripts, or, at least, flowers I do not 
know 3 and then two dark buds, and a few leaves, 
I say, dark buds, for all these flowers have been 
coloured in their original state. ‘The plan of the 
group is excecdingly simple: it is all enclosed in a 
pointed arch (Iig. 8, Appendix V.): the large mass 
of the tulip forming the apex; a six-foiled star on 
each side; then a jagged star; then a five-foiled star; 
then an unjagged star or rose; finally a small bud, 
so as to establish relation and cadence through the 
whole group. The profile is very free and fine, and 
the upper bar of the balcony exceedingly beautiful 
in effect; none the Iess so on account of the 
marvellously simple means employed. A thin strip 
of iron is bent over a square rod; out of the edge 
of this strip are cnt a series of triangular openings 
widest at top, leaving projecting teeth of iron 
(Appendix, Fig, 5); then each of these’ projecting 
picces gots a little sharp tap with the hammer in 
front, which breaks its edge inwards, tearing it a 
little open at the same time, and the thing is done, 
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The common forms of Swiss ironwork avo less 
naturalistic than theso Italian balconies, depending 
more on beautiful arrangements of yarious curve ; 
nevertheless, there has been a rich naturalist school 
at Fribourg, where a fow bell-handles are still loft, 
consisting of rods branched into laurel and other 
leafage, At Geneva, modern improvements have 
left nothing; but at Annecy, a little good work 
remains; the balcony of its old hdtel de ville espe- 
cially, with a trout of ‘the lake—presumably the 
town arms—forming its central ornament, 

I might oxpatiate all night—if you would sit 
and hear me—on the treatment of such required 
subject, or introduction of pleasant caprice by the 
old workmen; but we have no moro time to spare, 
and I must quit this part of owr subject—the rather 
as I could not explain to you the intrinsic merit of 
-such ironwork without going fully into tho theory 
of curvilinear design ;. only Jeb me leave with you 
this one distinct assortion—that tho quaint beauty 
and character of many natural objects, such as 
intricato branches, grass, foliage (especially thorny 
branches and prickly foliage), as well as that of 
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many animals, plumed, spined, or bristled, is sculp- 
tuvally expressible in iron only, and in ixon 
would be majestic and impressive in the highest 
degree ; and that every piece of metal work 
you use might be, rightly treated, not only a 
superb decoration, but a most valuable abstract 
of portions of natural forms, holding in dignity 
precisely tho same relation to the painted represen- 
tation of plants, that 2 statue does to the painted 
form of man. It is diffidult to give you an idea 
of the grace and interest which the simplest objects 
possess when their forms are thus abstracted from 
among the “swvounding of rich cireumstance which 
in nature disturbs the feebloeness of our attention. 
In Plate 2, facing page 187, a few blades of com- 
mon green grass, and a wild leaf or two—just as 
they were thrown by naturey—are thus abstracted 
from the associated redundance of the forms xbout 
them, aud shown on a dark ground: every cluster 
of herbage would furnish fifty such gvoups, and 
every such group would work into iron (fitting it, 
of course, rightly to its service) with perfect ease, 
and endless grandeur of result. ‘ 
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I. Inon in Porey.—Having thus obtained some 
idea of the use of iron in art, as dependent on its 
ductility, I need not, certainly, say anything of its 
uses in manufacture and commerce; we all of us 
know enough,—porhaps a little too much—about 
them. So I pass lastly to consider its uses in 
policy; dependent chiefly upon its tenacity—that is 
to say, on its power of bearing a pull, and receiving 
an edge. These powers, which enable it to pierce, 
to bind, and to smite, render it fit for the three 
gvent instruments, by which its political action may 
be simply typified; namely, the Plough, the Fetter, 
and the Sword. : 

On our understanding the right use of these three 
instruments, depend, of’ course, all our power as 
a nation, aud all our happiness as individuals. 

1. Tan Prover.—I say, first, on our under- 

> esetaling the right use of the plough, with which, 
in justice 1o the faivest of our labourers, we must 
always associate that feminino plough—the needle. 
The first requirement for the happiness of a nation is 
that it should understand the function in this world 
of these two great instruments : 2 happy nation may 
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be defined as one in which the husband’s hand is on 
the plough, and ,ihe housewifo’s on the needlo; so 
in due time reaping its golden harvest, and shining 
in golden -vesture: and an unhappy nation is 
one which, acknowledging no use of plough nor 
needle, will assuredly at last find its storehouse 
empty in the famine, and its breast naked to the 
cold. 

Perhaps you think this is a more truism, which 
I am wasting your time in repeating. I wish it were, 

By far the greater part of the suffering and crime 
which exist at this moment in civilized Euvope, ariscs 
simply from people not understanding this truism— 
not knowing that produce or wealth is eternally 
connected by the laws of heaven and earth with 
xesolute labour ; but hoping in some way to cheat or 
abrogate this everlasting law of life, and to feed 
where they have not furrowed, and be warm where 
they have not woven. ’ 

I repeat, nearly all our misery and crime result 
from this one misapprehension, The law of nature 
is, that a cortain quantity of work is necessary to 
produco a certain quantity of good, of any kind 
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whatever, If you want knowledge, you must toil 
for it: if food, you must toil for it; and if 
pleasure, you must toil for it, But men do not 
acknowledge this law, or strive to evade it, hoping 
to get their knowledge, and food, and pleasure for 
nothing; and in this effort they cither fail of get- 
ting thom, and remain ignorant and miserable, or 
they obtain thom by making other men york for 
their benefit; and then thoy are tyrants and rob- 
bers. Yes, and worse than robbers. I am not one 
who in the least doubts or disputes the progress of 
this century in many things useful to ,mankind; 
but it seems to me ® very dark sign respecting us 
that we look with so much ‘indifference upon dis~ 
honesty and cruelty in the pursuit of wealth’ In 
the dyeam of Nebuchadnezzar it was only tho feet 
that wore part of iron and part of clay; but many 
of-us are now gotting so cruel in our avarico, that 
it scoms as if, in us, tho heart were part of iron, 
part of clay. 

‘From what I have hoard of the inhabitanis of 
this town, I do not doubt but that I may be per- 
mitted to do here what I have found it usually 
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thought elsewhere highly improper and absurd to 
do, namely, trace a fow Bible sentences to their 
practical result, ‘ 

You cannot but have noticed how often in those 
parts of the Biblo which ave likely to be oftenest 
opened when people look for guidance, comfort, or 
help in tho affairs of daily lifo, namely, the Psalms and 
Proverbs, mention is made of the guilt attaching to the 
Oppression of the poor. Observe; not the neglect of 
them, but the Oppression of them: the word is as 
fr equent as it is strange. You can hardly open either 
of thosa books, jyat-somewhere in their pages you 
will find a description of the wicked man’s attempts 
against the poor: such as—* He doth ravish the paor 
when he getieth him into his net,” 

Ye sitteth in the lurking places of the villages; 
his eyes are privily set against the poor.” 

Tu his pride he doth perseeuta the poor,. and 
blesseth the «2zovetous, whom God abhorreth.” 

* His mouth is full of deceit and fraud; in the 
secret places doth le murder the innocent. Have 
tho workers of iniquity no knowledge, who eat up 
my people ag they eat bread? They havo drawn , 
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out the sword, and bent the bow, to cast down 
the poor and needy.” 

«They are corrupt, and speak wickedly con- 
cerning oppression.” 

“Pride compasseth them about as a chain, and 
violence as a garment,” 

© Their poison is like the poison of a serpent. 
Ye, weigh the violence of your hands in the earth.” 

Yes: Ye weigh the violence of your hands ?— 
weigh these words as well, Tho last things we 
ever usually think of weighing are Bible words, 
We like to dream and dispute over them; but to 
weigh them, and soo what their true contents 
ave—anything but that. Yet, weigh these; for I 
have purposely taken all thesé verses, perhaps 
more striking to you vead in this connection, than 
‘separately in their places, out of the Psalms, be- 
cause, for all peoplo belonging to tho Established 
Church of this country theso Psalms ayo appointed 
lessons, portioned ont to them by their clergy to 
be vend onco through every month. Presumably, 
thorefore, whatever portions of Scripture we may 


pass by or forget, these, at all events, must be 
a 2 he 
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brought continually 1o ow observance as usoful for 
direction of daily life. Now, do we ever ask ow~ 
selves what the real meaning of these passages may 
whe, and who these wicked people are, who are 
* murdering the innocent?” You know it is rathor 
singular langnago this!— rather strong language, 
we might, perhaps, call it—hoaring it for the first 
time. Murder! and murder of innocent people ! 
—nhay, even a sort of cannibalism. Eating peoplo, 
—yes, and God’s people, too—eating Afy people 
as if they wore bread! swords drawn, bows 
hent, poison of sorpents mixed! violence of hands 
weighed, measured, and. trafficked with as so much 
coin! where is all this going on? Do you suppose it 
was only going on in the time of David, and that 
nobody but Jews ever murder the poor? If so, it 
would surely be wiser not to mutter and mumble 
for our daily lessons what docs not concorn us; but 
if thore bo any chance that it may concern ns, and 
it this description, in the Psalms, of human guilt is 
at all generally applicable, as the descriptions in the 
Psalms of human sorrow are, way it not be advisable 
to know wherein this guilt is being committed roand 
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about us, or by. ourselves? and when we take the 
words of the Bible into our mouths in a congre- 
gational way, to be sure whother wo mean merely 
to chant a piece of melodious pootry relating to 
other people—(wo know not exactly to whom)—or 
to assert our belief in facts bearing somewhat 
stringently on ourselyes and our daily business, 
And if you make up your minds to do this 
no longer, and take pains to caamine into the 
matter, you will find that these strange words, oc- 
curring as they do, not in a few places only, but 
almost in every alternate psalm and every alternate 
chapter of proverb, or prophecy, with tremendous 
reiteration, were not written for one nation or one 
time only; but for all nations and languages, for all 
places and all conturies; and it is as true of the 
wicked man now as ever it was of Nabal or Dives, 
that “his oyos aro sot against the poor.” 

Set against tho poor, mind you. Not merely set 
away from the poor, so as to neglect or lose sight 
of them, but set against, so a8 t6 afflict and destroy 
thom. ‘his is the main point I want to fix your 
attention upon. You will often hear sermons about 
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neglect or carelessness of the poor. But negloct 
and carclessness are not at all the points. The 
Bible hardly ever talks about neglect of the poor. 
Té always talks of oppression of the poor—a very 
different matter. It does not meroly speak of pass- 
ing by on the other side, and binding up no 
wounds, bat of drawing tho sword and ourselves 
smiting the men down. It does not charge us 
with being idlo in the post-house, and giving no 
medicine, but with being busy in the post-house, 
and giving much poison. 

May we not advisedly look into this matter 2 little, * 
eyen to-night, and ask first, Who are those poor? 

No country is, or ever will be, without them: 
that is to say, without the class which cannot, on the 
ayerage, do moro by its labour than provide for its 
subsistence, and which has no accumulations of pro- 
porty laid by on any considerablo scale. Now there 
are a certain number of this class whom wo cannot 
oppress with much severity. An able-bodied and 
intelligent workman—sober, honest, and industrious, 
will almost abvays command a fair price for his 
work, and lay by enough in a few years to enable 
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him to hold his own in tho labour market, 
But all men are not able-bodied, nor intelligent, 
nor industrious; and you cannot expect them to 
be. Nothing appears to me at once moro Iudi- 
erous and more melancholy than the way the 
peoplo of the present age usually talk about the 
movals of labourers. You hardly evor address a 
labouring man upon his prospects in life, without 
quietly assuming that he is to possess, at starting, 
asa small moral capital to begin with, the virtue 
of Socrates, the philosophy of Plato, and the heroism 
of Epaminondas. “Be assured, my good man,’— 
you say to him,—* that if you work ‘steadily for 
ten hours a day all your lifo long, and if you drink 
nothing but seater, or the very mildest beer, and 
Jive on very plain food, and never lose your tem 
per, and go to church every Sunday, and always 
remain contont in the position in which Providence 
has placed you, and never grumble, nor swear ; and 
always keep your clothes decent, and rise emly, and 
ugo every opportunity of improving yourself, you 
will got on very woll, and never come to the parish.” 

All this is excecdingly true; but bofore giving 
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the advice so confidently, it would be well if we 
sometimes tried it practically ourselves, and spent 
@ yeut or so at some hard manual labour, not of 
an ontertaining kind—ploughing or digging, for 
instance, with a very modorate allowance of beer; 
nothing but bread and cheese for dinner; no papers 
nor muffins in the morning; no sofas nor maga- 
zines at night; onc small room for parlow and 
kitchen; and a large family of children always in 
the middle of tho floor. If we think we could, 
under these circumstances, enact Socrates or Epami- 
nondas entirely to our own satisfaction, we shall 
bo somewhut justified in requiring tho samo beha- 
viour from our poorer neighbours; but if not, we 
should surely considor a. little whother among the 
various forms of the oppression of the poor, we 
may not rank as one of the first and likeliest 
the oppression of expecting too much from them, 
But let this pass; and let it be admitted that 
we nevor can bo guiliy of oppression towards the 
sober, industrious, intelligent, exemplary labourer. 
There will always be in tho world some who axe 
not allogether intelligent and exemplary; we shall, 
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I believe, to the ond of time find the majority 
somewhat unintolligent, » little inclined to be idle, 
and occasionally, on Saturday night, drunk; we 
must oven be prefared to hear of roprobates who 
like skittles on Sunday morning bettor than prayers; 
and of unnatural parents who send their children 
out to beg instead of to go to school. 

Now these are the kind of people whom you can 
oppress, and whom you do oppress, and that to 
purpose,—and with all the more cruelty and the 
greater sting, because it is just their own fault 
that puts them into your power. You know the 
words about wicked people are, “He doth ravish 
the poor when ho getteth him into dis net.” This 
getting into the not is constantly the fault or folly 
of the sufforer—his own heedlessness or his own 
indolonce; but aflor he is once in the net, the 
oppression of him, and making the most of his dis- 
tress, avo ours. Tho nets which we use against the 
poot: aro just those worldly embarrassments which 
either thoir ignorance or theix improvidence are almost. . 
certain ai some time or other to bring them into: 
then, just at the time when wo ought to hasten to 
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help them, and disentangle thom, and teach them 
how to manage bottler in future, we rush forward 
to pillage thom, and force all we can out of them 
in their adversity, Tor, 10 take*one instance only, 
vemomber this is literally and simply what we do, 
whenever we buy, or try to buy, cheap goods— 
goods offered at a price which wo know cannot 
be vemunorative for the labour involved in them. 
Whenever we buy such goods, remember we ara 
stealing somebody’s labour, Don’t let us mince 
the matter. I say, in plain Saxon, srmamng— 
taking from him the proper reward of his work, 
and putting it into our own pockot, You know 
well cnough that the thing could not have beon 
offered you at that price, unless distress of some 
kind had foreed the producer to part with it, - You 
take advantage of this distress, and you {oreo as 
much out of him as you can under the cireun- 
stances, The old barons of the middle ages used, in 
goneral, the thumbscrow to oxtort property 3 we 
moterns use, in preference, hungor, or domestic 
‘affliction: but the faet of extortion vemains pre~ 
cisely the same. Whether we force the man’s 
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properly from hinz by pinching his stomach, ‘or 
pinching his fingers, makes some differenco ana- 
tomically ;—morally, none whatsoever: we use a 
form of toxturo of some sort in order to make 
him give up his property; we use, indeed, the 
man’s own anxieties, instead of the rack; and his 
immediate peril of starvation, instead of the pistol 
at the head; but ‘othorwise we differ from Front 
de Bosuf, or Dick Turpin, merely in being less 
dexterous, more cowardly, and more crucl. More 
eracl, I say, because the ficree baon and the 
redoubted highwayman are reported to have robbed, 
at least by preference, only the rich 3 we steal 
habitually from the poor, We buy ou liveries, 
and, gild ow prayer-books, with pilfered pence out 
of children’s and sick men’s wages, and thus inge- 
niously dispose 2 given quantity of Theft, so that 
‘it may produce the largest possiblo measure of 
delicately-distributed suffering. 

But this is only one form of common oppression 
of tho poor—only one way of taking our hands off 
the plough-handle, aud binding another's upon it. 
This fivst way of doing it is the economical way— 
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the way preferred by prudent and virtuous people, 
The bolder way is the acquisitive way :—the way of 
speculation, You know we are considering at pre~ 
sent the various modes in which a nation corrupts 
itself, by not acknowledging the eternal connection, 
between its plough and its pleasure ;—by striving 10 
get pleasure, without working for it. Well, I say 
the first and commonest way of doing so is to 
try to gol the product of other people’s work, 
and enjoy it ourselves, by cheapening their labour 
in times of distress; then the second way is that 
grand one of watching the chances of the market; 
—the way ‘of speculation, Of course there are 
some speculations that are fair and honesi—specu- 
lations made with our own money, and which do not 
involve in theiy success the loss, by othors, of what 
we gain. But generally modern speculation Involves , 
much tisk 10 others, with chance of profit only to‘ 
ourselves ; even in its best conditions it is merely one 
of the forms of gambling or ieasnro-hunting ; it 
ig oither leaving the steady plough and the steady 
pilgrimage of life, 10 look for silver mines beside 
the way; or else it is the full stop beside the dicc~ 
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tables in Vanity Fair—investing all the thoughts 
and passions of the soul in the fall of the cards, 
and choosing vather the wild accidents of idle for- 
tune than the calm and accwnulative rewards of toil. 
And this is destructive enough, at least to our pence 
and virtue, But it is usually destructive of far more 
than oun peace, or our virtue, Tlave you ever 
dcliborately set yourselves to imagine and mea- 
suro the suffering, the guilt, and the mortality caused 
necessarily by tho failure of any large-dealing mer~ 
chant, or largely-branched bank? Take it at the 
lowest possible supposition—count, at the fowest 
you choose, tho families whose means “of support 
have been involved in the catastrophe. Then, on tho 
morning after tho intelligence of ruin, let us go 
forth amongst thom in carnest thought; let us use 
that imagination which we waste so often on fictitious 
sorrow, to measure the stor facts of that multitudi- 
nous distress ; strike opon tho private doors of their 
chambers, and enter silontly into the midst of the 
domestic misery; look upon the old men, who had 
reserved for their failing strength some remainder 
of rest in tho ovening~tide of life, cast helplessly 
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back into its trouble and tumult; look upon the 
active strength of middle age suddenly blasted into 
incapacity—its hopes crushed, and its hardly-camed. 
yewards snatched away in tho same instant—at once 
the heart withered, and the righf arm snapped ; look 
upon the piteous children, delicately nurtured, whase 
soft eyes, now large with wonder at their parents’ 
griof, must, soon be set in the dimness of famino ; 
and, for more than all this, look forward to the 
length of sorrow beyond—to the hardest labour of 
life, now to be undergone either in all the severity 
of unexpected and inexperienced trial, or else, move 
hitter still, to be begun again, and endured for the 
second time, amidst the ruins of cherished hopes 
and the fecbleness of advancing years, embittored 
by the continual sting and taunt of tho inner 
fecling that it has all boon brought about, not by 
the fair course of appointed cirenmstanco, but -by 
miserable chance and wanton treachery; and, last 
of all, look beyond this—to the shattored dos- 
tinles ‘of thoso who have faltered wnder the trial, 
aud sunk past recovery to despair, And then 
consider whether the hand which has poured this 
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poison into all the springs of lifo be one whit 
less guiltily ved with human blood than that 
which literally pows the hemlock into the cup, 
or guides the dagger to tho heart? Wo read 
with horror of the crimes of a Borgia or a 
Tophana; bw, theo never lived Borgias such as 
live now in the midst of us. The cruel lady of 
Forrara slew only in the strefigth of passion--she 
slow only a few, those who thwarted her purposes 
or who vexed her soul; sho slew sharply and sud- 
denly, ambittering the fate of her victims with no 
fovetastes of destruction, no prolongations of pain ; 
and, finally and chiefly, she slew, not without reniorse, 
nor without pity. But we, in no storm of passion, 
iii no blindness of wrath,—we, in calm ond clear 
and untempted selfishness, pour our poison—not for 
a few only, but for multitudes ;—not for those who 
have wronged us, or resisted,—but for’ those who 
hhave trusted: us and aided ;—we, not with sudden 
gif. of morciful and unconscious death, but with 
slow waste of Irungex and weary rack of disappoint- 
ment and. ‘despair j—we, last and chiefly, do our 
murdering, not with any pauses of pity or scorch- 
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ing of conscience, but in facile and forgetful cali 
of mind—and so, forsooth, read day by day, com~ 
placently,’ as if they meant any one clso than 
ourselves, the words that for ever describe tho 
wicked: “The poison of asps is under their lips, 
and their feet are swift to shed blood.” 

You may indeed, perhaps, think there is some 
excuse for many in* this matter, just because the 
sin is so unconscious; that the guilt is not so 
gvent when it is unappychonded, and that it is 
much more pardonablo to slay heedlessly than 
purposefully. I beliove no feeling can be more 
mistaken, and that in reality, and in the sight of 
heaven, the callous indifference which pursues 
its own interests at any cost of life, though it 
does not definitely adopt the purpose of sin, is a 
state of mind at once more heinous and moro 
hopeless than tho wildest aberrations of ungo- 
verned passion, There may be, in the last case, 
some elements of good and of redemption still 
mingled in the character; but, in the other, few or 
none. ‘There may be hope for the man who has 
slain his enemy in anger ;—hope even for the man 
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who has betrayed his friend in foar; but what hope 
for hin who trades in unregarded blood, and builds 
his fortune on unrepented treason ? 

But, however this may be, and wherever you 
may think yourselves bound in justice to impute 
the greaicr sin, be assured that the question is 
one of responsibilities only, not of facts. The 
definito result of all our modern haste to be rich 
is assuredly, and constantly, the murder of a certain 
number of persons by our hands every year. I have 
not time to go into tho details of another—on the 
whole, the broadest and terriblest way in which we 
eause tho destruction of the poor—namely, the way 
of luxury and waste, destroying, in improvidence, 
what might have been the support of thousands ;* 

* The analysis of this error will be found cempletely carried 
out in my lectures on the politieal economy of art. And it is 
an orroy worth analyzing; for until it is flnally trodden under 
foot, no healthy political, economical, or moral action is possible 
in any state, Ido not say this impetuousiy or suddenly, for 1 
have investigated this subject as deeply, and as Tong, as my own 
special subject of art; and the principles of political economy 
whieh T have stated in those lectures ate as sure as the principles 
of Iuclid. Foolish rendeis doubted their certainty, because I told 


them I had “never read any books on Political Heonomy,.” Did 
they suppose I had got my knowledge of art by reading books? 
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but if you follow out the subject for yourselves 
at home—and what I have endeavoured to lay 
before yqu to-night will only be useful to you if 
you do—you will find that wherever and when- 
ever men aro endeavouring to make money hastily, 
and to avoid the labow which Providence has ap- 
pointed to be the only source of honourable profit ;—~ 
and also wherever and whenever they permit them- 
selves to spend it luvuriously, without roflecting how 
far they ave misguiding the labour of others ;— 
there and then, in either case, they are litorally 
and infallibly causing, for their own bonefit or their 
own pleasure, a certain amtual number of human 
deaths; that, therefore, the choice given to every 
man born into this world is, simply, whether ho 
will be a labourer, or an assassin; and that who-~ 
sooyer has not his hand on the Stilt of the plough, 
has it on the Tilt of tho daggor. 

It would also be quite vain for me to endeavour 
to follow out this evening the lines of thought which 
would be suggested by the other two great poli- 
tical uses of iron in the Fetter and the Sword: a 
few words only I must permit myself respecting both. 
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2. Tum Ferrern,—As the plough is the typical 
instrument of indusiry, so tho fotter is the typical 
instrumont of tho restraint or subjection necessary 
in a nation—either literally, for its ovil-doers, or 
figuvatively, in accepted laws, for its wise and good 
men. You have to choose between this figurative 
and literal uso; for depend upon it, the more laws 
you accopt, the fewer penalties you will have 
to ondure, and tho fewer punishments io enforce. 
For wise Jaws and just restraints are to a noble 
nation not chains, but chain mail—strength and 
defence, though something also of an ingumbrance. 
And this necessity of restraint, remember, is just 
as honourable to: man as the necessity of labour, 
You hoar ‘every day grealer numbers of foolish 
people speaking about liberty, as if it were such 
an honourable thing: so,far from being that, it 
is, on the whole, and in the broadest sense, dis~ 
honourable, and an aitribute of ihe lower crea~ 
tures. No human being, however great, or powerful, 
was over so free as a fish, There is always some~ 
thing that he must, or must not do; while tho fish 
may do whatever he likes. Ail the kingdoms of 
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the world put together are not half so large as 
the sea, and all the railroads and wheols that ever 
were, or will be, invented are not so easy as fing, 
You will find, on fairly thinking of it; that it 
is his Restraint which is honourable to man, not 
his Liberty ; and, what is moro, it is vestraint 
which is honourable even in tho lower animals, 
A. butterfly is much more free than a bea; but 
you honour the bee more, just because it is subject 
to certain laws which fit it for orderly fungtion 
in beo society, And throughout the world, of the 
two abstract things, liberty and restraint, restraint 
is always the moro honourable. It is true, in- 
deed, that in these and all other matters yon 
neyer can reason finally from the abstraction, for 
hoth liberty and restraint ave good whon they are 
nobly chosen, and both are bad when thoy are 
hasely chosen ; but of the two, I repent, it is .re~ 
straint which characterizes the higher creature, 
and betters the lower creature: and, from the 
ministering of the archangel to the labour of the 
inseot,— from the poising of the planets to the 
gravitation of a grain of dust,--the power and glory 
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of all creatures, and all matter, consist in their 
obedience, not in thoir froodom, The Sun has 
no liberty—a dead loaf has much. The dust of 
which you are formed has no liberty, Its liberty 
will come—with its corruption. ° 

And, therefore, I say boldly, though it seems a 
strange thing to say in England, that as the first 
power of a nation consists in knowing how to guide 
the Plough, its second power consists in knowing 
how to wear the Fetter:— ; : 

3. Tun Sworp.—And its third power, which per- 
focts it as a nation, consists in knowing how to 
wicld the sword, so that the three talismans of 
national existence are, expressed in these three 
short words—Labour, Law, and Courage. 

This last virtue wo al least possess 5 ‘and all 
that is to be alloged against us is that we do not 
honour it enough. I do not mean honour by 
acknowledgment of service, though sometimes we 
aro slow in doing even thal. But we do not honour 
it enough in consistent rogard to the lives and ‘souls 
of our soldiers, Tow wantonly we have wasted 
their lives you have seen Intely in the reports of 
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their mortality by disease, which a Jittl care and 
science might have prevented; but wo zegard 
their souls Jess than thoiy lives, by keoping them 
in ignorance and idleness, and regarding them 
morely as instrwments of battle Tho argument 
brought forward for tho maintenance of a stand- 
ing army usually refers only’ to expediency in 
the case of unexpected war, whereas, one of the 
chief reasons for tho maintenance of an army is the 
advantage of the military system as a method of edur 
cation. The most ficry and headstrong, who are 
often also the most gifted and generous of your 
youths, have ahyays a tendoncy both in the lower 
and upper classes to offer themselves fox your sol- 
diovs: others, weak and unserviceable in a civil 
capacity, are tempted or entrapped into the army 
in a fortunate hour for them: out of this fiory ot 
uncouth material, it is only soldier’s discipline which 
am, bring the full valuo and power. Even at 
present, by moro force of order and authority, the 
army is ‘the salvation of myriads; and men who, 
. wider other circumstances, would have sunk into 
lethargy or dissipation, ave redeemod into noble life 
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by a service which at onco summons and directs 
their cnergies. Tlow much more than this military 
education is capable of doing, you will find only 
whon you make it education indeed. We have no 
excuso for leaving our private soldiers at their 
presont level of ignorance and want of refinement, 
for wo,shall invariably find that, both among officers 
‘ and men, the gentlest and best informed are: the 
bravest; still less have wo excuse for diminishing 
our aumy, cither in the present state of political 
events, oly a8 I believo, in any other conjunction of 
them that for many a year will bo possible in this 
world, : 

You may, perhaps, be surprised at my saying 
this; porhaps surprised at my implying that war 
itself can be right, or necessary, or noble at ‘all. 
Nor do I speak of all war as necessary, nor of all war 
as noble, Both peace and war ave noble or ignoble 
accouding to their kind and occasion, No man has a 
profoundor ‘sense of the horror and. guilt of ignoble 
wat than I have: I have personally seon its offects, 
upon nations, of unmitigated evil, on soul and boily, 
with perhaps as much pity, and as much bitterness of 
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indignation, as any of those whom you will hear con- 
tinually declaiming in tho cause of peace, But 
poace may be sought in two ways, One way is as 
Gideon sought it, when he built his altar in Ophvah, 
naming it, “God send penco,” yot sought this 
pence that ho loved, as he was ordered to seck it, 
and the peace was sent, in God’s way :—* the 
country was in quictness forty years in’ the days 
of Gideon.” And the other way of sccking poaco 
is as Menahom sought it, when ho gave the King 
of Assyria a thousand talents of silvor, that hits 
hand might be with him.” That is, you may 
eithor win your peace, or buy it:—win it, by re- 
sistance to evil;—buy it, by compromise with ovil. 
You may Iuy your peace, with silenced consciences; 
—you may buy it, with broken vows,—buy it, with 
lying words,—buy it, with baso connivances,—buy 
it, with the blood of the slain, and the cry of the 
captive, and tho silence of lost souls over hemi- 
spheres of the carth, while you sit smiling at your 
serone hearths, lisping comfortable prayers ovoning 
and morning, and counting your protty Protestant 
beads (which are flat, and of gold, instead of round, 
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and of ebony, as the monks’ ones were), and so 
inutter continually to yourselves, “ Peace, peace,” 
when there is No peace; but ‘only captivity and 
death, for you, as well as for those you lesve un- 
saved ;—and yours darker than theixs. 

I cannot utter to you what I would in this matter; 
wo all sco too dimly, as yot, what our groat world- 
dutios are, to allow any of us to try to outline 
their enlarging shadows. But think over what I 
have said, and ag you roturn to your quiet homes 
to-night, reflect that their peace was not won, for 
you by your own. hands; but by theirs who long 
ago jeoparded their lives for you, their children; 
and remember that neither this inherited peace, 
nor any other, can be kept, but through the samo 
jeopardy, No pence was ever won from Fate 
by subterfuge or agreement; no peace is ever 
in, store for any of us, but that which we shall 
win by victory over shamo or sin ;—vichory ovor 
thé sin that oppressos, as well as over that which 
comupts. For many a your to come, the sword 
of ovory righteous nation must be whetted 10 save 
or to subdue; nor will it be by patience of others’ 
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suffering, but: by the offering of your own, that 
you will ever draw nearer to the time when the 
great change shall pass upon tho iron of the 
earth ;—when men shall beat their swords into 
ploughshares, and their spears into pruning-hooks ; 


neither shall they learn war any more, 
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APPENDIX I. 


RIGHT AND WRONG. 


Tnapnrs who are using my “Tlements of Drawing” may be 
surprised by my saying heie that ‘Tintoret may Icad them 
wrong; while at page 345 of the “Elements,” he 1s one of the 
aix men named as being “ always right.” 

T bring the apparent inconsistency forward atthe beginning 
of this Appendix, because the illustration of it will be farther 
useful in showing the ical nature of the sclf-contradiction 
which is often alleged against me by careless readers. 

Lt ia not only possible, hut a frequent condition of human 
action, to do right and de right—yet so as to mislead other 
people if they rashly imitate the thing done. For there are 
many ughts which are not absolutely, but relatively right— 
aight only for éhaé person to do under those circumstances,— 
not for this person to do under other circumstances. 

‘Thus it stands between Titian and ‘Tintoret. ‘Litian is 
nlways absolutely Right. You may imitate him with entire 
seeurity that you are doing the best thing that can possibly he 
done for the purpose in hand. ‘Tintorct is always relatively 
Right—1clatively to his own aims and peculiar powers. But 
you must quite understand Tintoret before you cnil be sure 
what his aim was, and why he was then right in doing what 
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would not be right always. If, however, you take the pains 
thus to understand him, he becomes cutirely instructive and 
exemplary, just as Titian is; and therefore I have placed him 
among. those who are “always right,” and you can only study 
him rightly with that reverence for him. 

Then the artists who are named as “admitting question of 

* yight and wrong," are those wlio from somo mischanee af cir- 
eumstance or shortcoming in their education, do not always do 
right, even with relation to their own aims and powers. 

Take for example the quality of imperfection in drawing 
form. hore are many pictures of ‘Tintoret in which the txces 
are drawn with a few curved flourislics of the brush instead of 
leaves, That is (absolutely) wrong. If you copied the tree as 0 
model, you would be going very wrong indeed, But it is rela- 
tively, and for Tintoret’s purposes, right. In the nature of the 
superficial work: you will find there must have heen a cause for 
it, Somebody perhaps wanted the picture in a hurry to fills 
dark corner, Tintoret good-naturedly did all he could—painted 
the figures tolgrably—had five minutes left only for the trees, 
when the servant came. “Let him wait another five minutes.” 
And this is the best foliage we can do in the time, ntirely, 
admirably, unsurpassably right, under the conditions, Titian 
would not have worked under them, but Tintoret was kinder 
and humbler ; yet he may lead you wrong if you don’t wder- 
stand him. Or, perhaps, another day, somebody came in while 

“intoret was at work, who tormented Tintoret, An ignoble 

exson! ‘Titinn would have been polite to him, and gone of 

endily with his trees. Tintoret cannot stand the ignobleness ; 
- is unendurably yepulsive aud discomfiting to him, The 
Black Plague take him—and the trees, too! Shall such ‘a 
“fellow sco me paint!” And the trees go all to pieocs, ‘hig, in 
you, would be more ill-breeding and ill-temper. In ‘Tintoret it 
was one of the necessary conditions of his intense sensibility ; 
had he been capable, then, of keeping his temper, he could 
never haye done his greatest works, Let the trees go to pieces, 
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by all means; it is quite right they should; he is always 
right. 

But in q background of Gainsborough you would find the 
trees unjustifiably gone to pieces. The carelessness of form 
there is definitely purposed by him ;—adopted as an advisable 
thing ; and therefore it is both absolutely and relatively wrong: 
—it indicates his being imperfectly educated ase painter, and 
not haying brought out all his powers, It may still happen 
that the man whose work is thus partially erroneous is greater 
far, than others who have fewer faults. Gainsborough’s and 
Reynolds’ wrongs are more charming than almost anybody 
else’s right, Still, they occasionally ave wrong—but the Vene- 
tiang and Velasquez,” never. 

I ought, perhaps, to have added in that Manchester ad- 
dregs (only one docs not like to say things that shock people) 
somo words of warning against painters likcly to mislead the 
student. For indeed, though here and there something may 
be gained by looking at inferior men, there is always more to 
be gained by looking at the best; and there is*not time, with 
all the looking of human life, to exhaust even one great 
painter's instruction, Tow then shall we dare to waste our sight 
and thoughts on inferior ones, even if we could do so, which 
wo rarely can, without danger of being led astray? Nay, 
strictly spenking, what people’ call inferior painters are in 
goneral xo painters, Artists are divided by an impassable gulf 
jnto the men ‘who can paint, and who cannot. The men who 
can paint often fall short of what they should hayo done ;— 
ard repressed, or defeated,or otherwise rendered inferior one to 
another : still thore is an everlasting barrier between them and 
tlio men who cannot print—who can only in various popular 
ways pretend to paint, And if once you know the difference, 
there is always some good to be got by looking at a real 





™ At least after his style was formed; early pictures, like tho 
Adoration of the Magi in our Gallery, ave of little value, 
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painter—seldom anything but mischief to be got out of a false 
one; but do not suppose real painters are common. I do 
not speale of living men; but among those who Jabour no 
more, in this England of ours, since it first had a school, we 
have had only five ical painters;—Reynolds, Gainsborough, 
Togarth, Richard Wilson, and Turner, 

The reader may, perhaps, think I haye forgotten Wilkie, 
No. J onee much overrated him as an expressional draughits- 
man, not having then studied tho figure long enough to be 
able to detect superficial scutiment. But his colour ¥ haye 
never praised; it is entiely fiulsc and valueless. And it would 
be unjust to English at if I did not here express my regret 
that the admiration of Constable, already hetmfal enough in 
England, is extending even into France. ‘Chere was, perhaps, 
the making, in Constable, of 4 second or third-rate painter, if 
any careful discipline had developed in him the instincts which, 
though unparalleled for narrowness, were, as far as they went, 
trac, But as it is, he is nothing more than an industrious and 
innocent amatdur, blundering his way to a superficial ex, 
pression of one or two popular aspects of common nature, 

And my 2eaders may depend wpon it, that all blame which 
Texpress in this sweeping way is trustworthy. I have often 
had to repent of over-praise of inferior men; and continually 
to repent, of insufficient praise of grent men; but of broad 
condemnation, never. For I do not speak it but after the most 
searching caamination of the matter, and under stern sense of 
need for it: so that whenever the reader is cutirely shocked 
by what T eay, he may be assured every word is true.* , It 





* Ifo must, howovex, be cnrefal to distinguish biame—however 
strongly expressed, of some special fault or orrvor in a true painter, 
~-from these general statements of inferloity or worthlessness, 
‘Thus le will find me continually laughing at Wilson's treo-paint- 
ing; not because Wilson could not patat, but heenusa hoe had never 
looked at a tree, 
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is just because it so much offends him, that it was necessary : 
and knowing that it must offend him, I should not haye 
yentured to say it, without certainty of its truth. I aay 
“certainty,” for it is just as possible to bo certain whether the 
drawing of a tree or a stone is truco or falsc, as whether the 
drawing of a triangle is; and what I mean primarily by saying 
that a picture is in all respects worthless, is that it is in all 


“ respects False: which is not a matter of opinion at all, but 


a matter ‘of ascertainable fact, such as I never assert till I 
have ascertained, And the thing so commonly said about my 
writings, that they are rather persuasive than just; and that 
though my “Language ' " may be good, I am an unsafe guide in 
art criticism, is, like many other popular estimates in such 
matters, not Merely untrue, but precisely the reverse of the 
truth { it is truth, like reflections in water, distorted much by 
the shaking receptive surface, and in every particular, upside 
down, For my “ language,” until within the last six or seven 
years, was loage, abseure, and more or Tess feeble; and. still, 
though T haye tried hard to mend it, the best I con, do ig inferior 
to much contemporary work, No description that I haye ever 
given of anything is worth four lines of Tennyson; and in 
serious thought, my half-pages are generally only worth about 
as much as a single sentenee cither of his, or of Carlylo’s. 
‘They are, I well trust, as true and necessary; but they are 
neithbr so concentrated nor sd well put, But Lam an entirely 
safe guide in art judgment: and that simply as the necessary 
result of my having given the Iabour of life to the determina- 
tion of faets, rather than to the following of feelings or theories. 
Wot, indeed, that my worl is free from mistakes; it admits many, 
ani] always must admit many, from its scattered range; but, in 
the long run, it will be found to enter sternly and scarchingly 
jnto the nature of what it deals with, and the kind of mistake it 
admits is never dangerous—consisting, usually, in pressing the 
truth too far, It is quite casy, for instance, to take an acei~ 
dental irregularity in a piece of architecture, which less careful 
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examination would never have detected at all, for an inten- 
tional irregularity ; quite possible to misiuterpret an obscure 
passage in a picture, which a less carnest observer would never 
have tried to interpret. But mistakes of this kind*-honest, 
enthusiastic mistakes—are never harmful; because they ave 
always made in a true direction,—falls for ward on the road, not 
into the ditch beside it; and they are sure to be corrected by 
the next comer. But the blunt and dead mistakes made by 
too many other writers on ait—the mistakes of sheer inatten- 
tion, and want of sympathy—aro mortal. The entire purpose 
of a great thinker may be difficult to fathom, and we may be 
over and over again more or less mistaken in guessing at his 
meaning; but the real, profound, nay, quite bottomless, and 
unredeemable mistake, is the fool's thought—that he had xo 
meaning. ; 

I do not refer, in saying this, to any of my statements 
respecting subjects which it has been my main work to study: 
as far as I 9m aware, I have never yet misinterpreted any 
picture of Turner's, though often remaining blind to the half 
of what he had intended: neither have I as yet found anything 
to correct in my statements respecting Venetian architecture ;* 
but in casyal references to what has been quickly seen, it is 
impossible to guard wholly against error, without losing much 
valuable observation, tiuc in ninety-nine cases outof a hundred, 
and harmless even when erroneous. 





* The subtlo proportions of tho Byzantine Palaces, givon in 
preciao measurements in the accond volume of the “Stones of 
‘Venico,” were alleged by architects to be accidental irregulariticn, 
They will bo found, by cvery one who will tako the pains ta 
examine thom, most assuredly and indisputably intentional,—-and 
nob only #0, but one of tho principal subjects of the designer's 
enre. 
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REYNOLDS’ DISAPPOINTMENT. 


In is very fortunate that in the flagment of Mason's MSS., 
published lately by Mr. Cotton in his “Sir Joshua Reynolds* 
Notes," record is preserved of Sir Joshua's feelings respecting 
the paintings in the window of New College, which might 
otherwise have been supposed to give his full sanction to this 
mode of painting on glass) Nothing can possibly be more 
curious, to my mind, than the great painter's expectations; 
or his having at all entertained the idea that the qualities of 
colour which are peculiar to opaque bodies could be obtained in 
a transparent medium; but so it is: and with the simplicity 
and humbleness of an entirely great man he hopes that Mr. 
Jervas on glass is to excel Sir Joshua on canvas. Tappily, 
Mason tells us the result, 

“ With the copy Jervas made of this picture he was 
gricvously disappointed. ‘TI had frequently, he said to me, 
‘pleased myself by reflecting, aftor T had produced what I 
thought o brilliant efféot of light and shadow on my canvas, 
how greatly that effect would be heightened by the transpa- 
veucy which the painting on glass would be sure to produce. 
Xt tumed ont quite the reverse,’” 





* Smith, Soho Square, 1859. 
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CLASSICAL ARCHITECTURE, 


Tara passage in the lecture was illustrated by an enlargement 
of the woodcut, fig. 1; but T did not choose te disfgure the 
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Vig. 1. 


middle of this bool with it. It is copled from the 49th plate 
of the third edition of the “ Encyclopedia Britannica” (Bdin- 
burgh, 1797), and representa an English farmhouse arranged 
on classical principles. If the reader cures to consult the work 
itsolf, ie will find in the same plate another composition of 
similar propriety, and dignified by the addition of a pediment, 
beneath the shadow of which “a private gevtleman who has 
a mbell family may find convenicnoy,” 
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SUBTLETY OF WAND 


{ man tatended in one or other of these lectures to have 
spoken at some levgth of the quality of refinement in Colour, 
but found the subject would ledd me too far, A few words 
are, however, necessary in order to explain some expressions in 
the text, 

“ Refinement in colour” is indeed a tautological expression, 
for colour, in the true sense of the word, does not exist until 
it is refined. Dirt cxists,—staina exist,—and pigments exist, 
easily enough in all places; and a¥e laid on casily cnongh by all 
hands; but colour exists only where there is tenderness, and 
can be laid on only hy a hand which has strong lefe in it. ‘The 
law concerning colour is very strange, yery noble, in some 
sense almost awful. In every given touch Jaid on canvay, if 
ono grain of the colour is inoperative, and does not take its fall, 
part in producing the, hue, the hue will be imperfect. The 
grain of colour which docs not work {is dead. Jt infeets all 
about it with its death, It must be got quit of, or the touch. 
is spoiled. We acknowledgo this instinctively in our use of 
the phrases “ dead colour,” “ killed colour,” “ foul colour.” 
“{hoso words are, in some sort, literally truc. If more colour 
is put qn than ig necessary, a heavy touch when a Jight one 
would have heen enough, the quantity of colour that was not 
wanted, and is overlaid by the rest, is as dead, and it pollutes 
the vest. ‘There will be no good in the touch. 

The art of painting, propetly so called, consists in laying on 
the least possible colour that will produce the required result, 
and this measurement, in all the ultimate, that is to say,'the 
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principal, operations of colouring, is so delicate that not one 
human hand in a million hasthe required lightness. The final 
touch of any painter properly so named, of Correggio—Titian— 
Turner — or Reynolds — would be always quite invisible to 
any one watching the progress of the work, the films of hue 
being Jaig thinner than the depths of the grooves in mother- 
of-peml. ‘The work may be swift, apparently careless, nay, to 
the painter himself almost uuconscious, Great painters are so 
organized that they do their best work without. effort; but 
analyze the touches afterwards, and you will find tho structure 
and depth of the colour laid mathematically demonstrable to be 
of literally infinite fineness, the last touches passing sway at their 
edges by untraceable gradation. ‘The vory cssence of a master’s 
work may thus be removed by @ pictitre-cleaner in ten minutes. 

Observe, however, this thinness exists only in portions of the 
ultimate touches, for which the preparation may often have been 
made with solid colours, commonly, and literally, called “ dead 
colouring,” but even that is always subtle if a master lays it— 
subtle at least in drawing, if simple in hue; and farther, ob- 
serve that the refinement of work consists nof in laying alisor 
lutely Qéle colour, but in always laying precisely the right 
quantity. ‘fo lay on little needs indeed the rare lightness 
of hand; bué to Jay much,—yct not one atom zoo much, and 
obtain subtlety, not by withholding strength, but by precision 
of pause,—that is the master's final sign-manual—power, know~ 
ledge, and tenderness all united. A great deal of colour may 
often be wanted; perhaps quite a mass of it, auch as shall 
project from the canyas; but the real painter Jays this mass of 
its required thickness and shape with as much precision as if it 
wore a bud of a flower which ho had to touch ‘into blossom ; 
one of Turner’s loadeil fingments of white cloud is modelled 
and gradated in an instant, as if it alone wero'tho subject of 
the pictuxe, when the same quantity of colour, wder another 
hand, would be a Jifeless lump. 

The following extract from a letter in the Literary Gazette 
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of 13th November, 1868, which I was obliged to write to 
defend a questioned expression respecting Turner's subtlety of 
hand from a charge of hyperbole, contains some interesting and 
conclusive evidence on the point, though if refors to pencil 
and chalk drawing only :— 

“TL must ask you to allow me yet Jeaye to reply to the objec- 
lions you make to two statements in my catalogue, as those 
objections would otherwise diminish its uscfulness. I have 
asserled that, in a given drawing (named as one of the chief in 
the series), Turner's pencil did not move over the thousandth 
of an inch without meaning; and you chargo thia expression 
with extravagant hyperbole. On:the contrary, it ismuch within 
the truth, beng merely a mathematically accurate description 
of fairly good execution in cither drawing or engraving. It is 
only necessary to measure a piece of any ordinarily good work 
to ascertain this, Take, for instance, Finden’s engraving at the 
180th page of Rogers’ poems; in which the face of the figure, 
from the chin to the top of the brow, occupies just a quarter 
of an inch, and the space between the upperelip and chin as 
nearly as possible one-soventeenth of an inch, The whole 
mouth ocoupies one-third of this space, say one-fiftieth of an 
inch, and within that space both the lips and the much more 
difficult inner corner of the mouth are perfectly drawn and 
rounded, with quite successful and sufficiently subtle expression. 
Any artist will assure you that in order to draw a mouth as 
well as this, there must be more than twenty gradations of shade 
in the touchos; that is to sny, in, this case, gradations changing, 
with meaning, within less than the thousandth of am inch. 

But this is mero child's play compared to the refinement of 
any first-rate mechanical work—much more of brush or pencil 
drawing by a master's hand. Tn order at oned to furnish you 
with authoritative evidence on thia point, I wrote to Mr. 
Kingsley, tutor of Sidney-Sussex College, a friend to whom I 
always haye 1ecourse when I want to be precisely right in any 
matter; for his great knowledge both of mathematicsrand o 
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natural science is joined, not only with singular powers of 
delicate experimental manipulation, but with a keen sensitive. 
ness to beauty in art, Ilis answer, in its final statement 
respecting Turner's work, is amazing evert to me, and will, £ 
should think, be more so to your icaders, Observo the suc. 
ecssions of measured and tested refinement: here is No, 1; 

“¢The finest mechanical work that I know, which is not 
optical, is that done by Nobert in the way of ruling lines. I 
have a sovies ruled by him on glass, giving actual seales from 
+000024 and *000016 of an inel, perfectly correct to these 
places of decimals, and hie has exeeuted others a3 fine ns 
+000012, though I do not know how fiw he could repeat these 
last with accuracy.’ 

“This is No. 1, of precision, Mr. Kingsley proceeds to 
No. 2:— 

“But this is rude work compaiced to the accuracy necessary 
for the construction of the object-glars of a microscope such as 
Rosse turns ont,’ 

“I am sorrye to omit the explanation which follows of the 
ten lenses composing such a glass, ‘cach of which muat be 
exact in radius and in surface, and all have their axes coinci- 
dent:' but it would not be intelligible without the figure by 
which it is illustiated ; so I pass to Mr, Kingsley's No. 3 :-— 

“¢T am tolerably familiny, ho proceeds, ‘with the actual 
grinding and polishing of lenses and specula, and have, pro- 
duced by my own hand some by no means bad optical work, 
and T haye copicd no small amount of furnei’s work, and I 
still look with awe at the coinbined delicacy and precision uf his 
hand ; ve wnsTs OPTICAL Wonk ouT or sramrr. In optical work, 
as in refined drawing, the hand goes beyond the eye, and ond 
has to depend ‘upon the feel; and when one has once learned 
what a delicate affair touch is, one gots a horror of all course 
work, and is rendy to forgive any amount of feebleness, sooner 
than that boldness which is akin to impudence. In optics the 
distinetion is easily scen when the work ie put to trial; but 
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hora too, as in drawing, it requires an educated eye to tell the 
difference when the work is only moderately bad; but with 
“bold” wotlk, nothing ean be scen but distortion and fog; and 
Cheartily wish the samo result would follow the same kind 
of handling in drawing; but here, the boldness chents the 
unlearned by looking like the precision of the trne man. It 
is very strange how much better our ears are than our eyes 
in this country: if an ignorant man were to be “ bold" with 
a violin, ho would not got many admirers, though his holdness 
was fix below that of ninety-nine out of a hundred drawings 
one aces,” 

“The words which I haye put in italics in the nhove extract 
are those which were surprising tome. I knew that ‘Turner's 
was as reflned as any optical work, but had no idea of its going 
beyond it, My, Kingsley's word ‘awe’ occurring just before, 
is, however, as T have often felt, precisely the right one. When 
once we begin at all to understand the handling of any truly 
great oxcoutor, such as that of any of the three great Venetians, 
of Correggio, or Turner, the awe of it is something greater 
than can be felt from the most stupendous natural scenery. 
For tho ercation of such a system as a high human intelligence, 
endowed with its ineffably perfect instruments of eye and 
hand, is @ far more appalling manifestation of Infinite Power, 
than the making cither of sons or mountains. 

% After this testimony to the completion of ‘Lurner's work, I 
need not at length defend myself from the charge of hyperbole 
in the statement that, ‘as far as I know, the gallerics of 
Kurope may be challenged to produce one sketch* thet shall 
equal the chalk study No. 45, or the feeblest of the memoranda 





* A skolah, observe,—not a finished drawing. Sketches ara 
only ‘proper subjects of comparison with each other when thoy 
contain about tha same quantity of work: the test of their merlt 
ig tho quantity of truth told witha given number of touches. 
‘The assertion in the Catalogue which this letter was written to 
dofend, was made respecting tho sketch of Rome, No. 101, 
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in the 71st and following frames ;’ which memoranda, however, 
it should have been observed, are stated at the 44th page to be 
in some respects ‘the grandest work in grey that he did in 
his life’ Wor I believe that, as manipulators, none but the 
four men whom I have just named (tho three Venctians and 
Correggio) were equal to Turner; and, as far as [ know, none 
of those four ever put their full strength into sketches, But 
whether they did or not, my statement in the catalogue is 
limited by my own knowledge; and, as far as I can trust that 
knowledge, it is not an enthusiastic statement, but an entirely 
alm and considered one. It may be a mistake, but it is not 
. hyperbole.” 
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I can only give, to illustrate this balcony, facsimiles of rough 
memoranda made on a single leaf of my note-book, with a 
tired hand; but it may be useful to young students to see 
them, in order that they mny know the difference between 
notes made to get at the gist and heart of a thing, and notes 
made merely to look nent. Only it must be observed that the 
best characters of frce drawing are always lost even in the 
most careful facsimile; and I should not show even these 
slight notes in woodcut imitation, unless the reador had it in 
hia power, by a glance at the 2ist or 36th plates in Modern 
Painters, (and yet better, by trying to copy a piece of either 
of them,) to ascertain how far I can draw or not. T refer to 
these plates, because, though I distinctly stated in the preface 
that they, together with the 12th, 20th, 84th, and 37th, wero 
“excovted on the stcel by my own hand, (the use of the dry 
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point in the foregrounds of the 12th and 2ist plates being 

*marcover wholly different from the common processes of 

etching,) I find it constantly assumed that they were engraved 

for mo—as if divect lying in such matters were a thing of 

quite common usage. 

Vig. 2 is the centre-picee of the balcony, but a Icaf-spay 

ig omitted on the right-hand side, having been too much buried 
among the real leaves to be drawn. 





Hig. 8 shows the intended general 
effect of its masses, the five-leaved 
and six-leaved flowers being clearly 
distinguishable at any distance. 

Fig. 4 is its profile, rather care- 
fully drawn at the top, to show the 
tulip and turksenp lily ledves. Under- 
neath there is a plate of iron beaten 
into broad thin leaves, whith gives 
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the centre of the haleony a gradual sweep outwards, like the 
vide of a ship of war, This central profile is of the greatest im- 
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portance in iroh-work, as the flow of it affects the curv a 
the whole design, not merely in surface, as in marble carving 
bué in their intersections, when the side is seen through th 
front. ‘The lightor leaves, b 3, are real bindweed. 

Fig. 8 shows two of the teeth o 
the border, illustrating their irre. 
gularity of form, which takes plac 
quite to the extent indicated. 

Wig. 6 is the border at the sid 
of the balcony, showing the mosi 
interesting circumstance in thc 
treatment of the whole, namely, the enlargement and retractior: 
of the teoth of the cornice, as it approaches tho wall, ‘This 


ri 


H 








Fig. 6. 


treatment of the whole cornice asa kind of wreath round the 
balcony, having its Icaves flung loose at the back, and. set close 
at the front, as a girl would throw a wreath of leayes round her 
hair, is precisely the most finished indication of » good work- 
man's mind to be found in tho whole thing, 

Wig. 7 shows the outline of the retvicted leaves accurately. 


Fig. 7. > 
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Teas noted in the text that the whole of this ironwork had 
been coloured. ‘The diffleulty of colouring ironwork rightly, 
and the necessity of doing it in some way or other, have been, 
the principal reasons for my never haying entered heartily 
into this subject; for all the ironwork I have ever seen look 
beautiful was rusty, and rusty von will not answer modern pur- 
poses. Nevertheless it may be painted ; but it needs some onc 
¢o do it who knows what painting means, and few of us do— 
certainly none, as yet, of our restorers of decoration or writers 
on colour. : 

Tt isu marvellous thing to me that book after book should 
appear on-this last subject, without apparently the slightest 
consciousness on the part of the writers that the firai necessity 
of beauty in colour is gradation, as the first necessity of beauty 
in line is curvature,—or that the second necessity in colour is 
mystery or subtlety, as the second necessity in line is softness. 
Colour ungradated is wholly valueless; colour uwnmysterious 
is wholly barbarous, Unless it loses itself and melts away 
towards other colours, as a true line loses itself and molts away 
towards other linfos, colour has no proper existence, in tho noble 
sense of the word, What a cube, or tetrahedron, is to organic 
form, ungradated and unconfused colour is to organics colour; 
and a person who attempts to arrange colour harmonies with- 
aut gradation of tint is in precisely the same category, as an 

rtist who should try to compose a heautiful picture out of an 
ecumulation of cubes and porallelopipeds. 

The valuo of hue in all iluminations on painted glass of fine 
periods depends primarily on the éxpedients used to make the, 
colours palpitate and fluctuate; inequality of brillimoy being 
the condition of brillianoy, just as incquality of accent is the , 
condition of power and loveliness in sound. ‘Tho’ skill with 
which the thirteenth century illuminators in books, and the 
Indians in shawls and carpets, use thominutest atoms of colour 
to gradate other colours, and confuse the eye, is the first secret 
in their gift of splendour: associated, however, with so many 
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other artifices which arg quite instinctive and unteachable, that 
it is of little use fo dwell upon them, Delicacy of organiza- 
tion in the designer given, you will soon have all, and without 
it, nothing, TIowever, not to close my book with desponding 
words, let ine set down, as many of us like such things, five 
Laws to which there is no exception whatever, and which, if 
they can enable no one to produce good colour, are at least, as 
fax ag they reach, accurately condemnatory of bad colour. 

1. As Goon conour 1s erapsren, A blush rose (or, better 
still, a blush itself,) is the type of rightness in arrangement of 
pure hue. . ’ 

2 Any HARMONIES OF COLOUR DEPIND FOR THLIR VITALITY 
ON THD ACTION AND UELPLUL OPERATION OF EVERY PARTICLE 
OF COLOUR TUBY CONTAIN, 

8. Tum YiWAL PANTIOLES OY COLOUR NECISSARY .TO THE 
COMPLLTENISS OF A COLOUR HARMONY ARDALWAYS INTINITELY 
sMAtn; cithor laid by immeasurably subtle touches of the pencil, 
or produced by portions of the colouring substance, however 
distributed, which are so absolutely small as to becoine at the 
intended distance infinitely so to the eye. 

4,-No coLouR MARMONY IS OF HIGI ORDER UNLESS IT 
INVOLVES INDESCRIBADER TINTS, . It is the best possible sign 
of « colour when nobody who secs it knows what to call it, 
ox how to give an idea of it to any one else, Even among 
simple hues the most valuable ave thoso which cannot be’ 
defined; the most precious purples will look brown beside 
pure purple, and purple beside pure brown; and the most 
precious greens will be called blue if seen beside pure green, 
and green if seen beside pure blue. 

»° 5, Tr PINBR THH BYP FOR COLOUR, THN LESS Tf WILL 
RNQUME TO GRATIFY 17 INTENeELY. But that little must be 
supremely good and pure, as tho finest notes of a great singer, 
which ave so near to silence. And a great colourist will make 
evon the absence of colour lovely, as the fading of the perfect 
voice makes silence snorcd, 
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